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PREFACE 


The recent years have witnessed a prolific output of literature on art, 
architecture and iconography but yet the field remains inexhaustible meriting 
consideration from different angles and aspects. 

We are indeed indebted to T.A.Gopinatha Rao, who, for the first time, in his 
monograph on Indian Art entitled “Elements of Hindu Iconography’ presented various 
interpretations. Following his track, other art-historians such as Dr. J.N. Banerjea, Dr. 
Champakalakshmi, Dr. Kalpana Desai and Dr. Ratan Parimoo wrote the books on 
Indian Art. However, their study is based on iconographical details directly concerned 
with the icons. Gopinatha Rao had consulted in his monograph some Agamic treatises 
available during his time. For the first time, all Vaikhdnasa treatises had been 
extensively studied and analysed with the historical factors (temples and monuments) 
by Dr. K.K.C. Lakshmi Narasimhan and presented in his work ‘A Study of Vaikhanasa 
Iconography’. It is with this broad idea as the background; I pursued my research on 
‘Vaisnava Agamas and Visnu images in the Government Museum, Chennai.’ It is 
indeed a tough task to study the icons with reference to the injunctions of Vaisnava 
Agamas. 

As far as the icons housed in Government Museum, Chennai, my predecessors 
Dr. P11. Gravely, T.N. Ramachandran, Dr. C. Sivaramamaurti, Prof. P.R. Srinivasan 
and Dr. V.N. Srinivasa Desikan have contributed very well in this field. However, their 
presentation requires updating and upgradation in the field of study of icons as and 
when a number of proofs and material increase. I am indebted to all the pioneers who 
tried their level best to impart the significance of the icons to public. 

The present research work focuses on the detailed and systematic study of 
metal icons of Visnu housed in the Government Museum, Chennai. Analysis of the 
metal icons based on iconographical features is very common. However, the canonical 
texts have been less consulted or not consulted probably there has been no need for 
that. To understand, realise and study the icons of Visnu in real sense, one must go 
through Vaisnava Agamas which serve as a platform for iconographical and religious 
studies. Therefore, this study of icons of Visnu is based on the treatises of Vaisnava 


Agamas. 


The Chapter I (Museum: Its importance and scope) begins with the brief 


information on the concept and history of Museum in general. The brief history of 


vii 


Government Museum, Chennai is given in nutshell in addition to the functions of the 


Museum and the technical features of exhibition. 


Chapter II (Presentation) briefs about the concept of presentation in general. 
This informs the display methods and arrangements of the sculptures (stone and 


metal) based on thematic principles. 


Chapter III (Relevance of Agama for study of sculptures): to understand the 
basics of icons and icon making, one should always consult technical and religious 
treatises. As far as the study of icons of Visnu is concerned, the basics of Vaikhdnasa 
and Pafcaratra Agamas, both technical and religious, are briefly analysed as found in 
them. As the Vaisnava Agamas are the carriers of Vedas and early literature, the 
concept and scope of icons in all of them are surveyed and substantiated with historical 


data like inscriptions and monuments in museums and in situ. 


Chapter IV (Agamas: Iconometry and materials): The term ‘iconometry’ is 
taken in the sense of not only metric system i.e. dimensions but also as scientific 
analysis of the terms used in 4gamas regarding different features of an icon. This 
chapter provides all the details of technical terms used in Vaisnava Agamas as well as 
Silpasastra. Moreover, this chapter focuses on the contribution of Agamas in the field 


of creation of metal icons and the techniques involved therein. 


Chapter V (Study of icons of Visnu according to Agamas): Vaisnava Agamas 
speak of the five forms of Visnu viz., Para, Vyttha, Vibhava, Antaryamin and Arca. 
Among them, arca (iconic form) is given much importance in Agamic tradition. 
However, the basic notions behind the importance of iconic worship are based on the 
philosophy of Agamic traditions. As such, this chapter begins with the details of the 
philosophy of Vaisnava Agamas and concludes with various types of icons, the stances 


and iconometric details explained therein. 


Chapter VI (Metal icons of Government Museum, Chennai) is the core of the 
present research. This chapter deals with the details of icons of Visnu in four major 
categories - Standing, seated, standing with consorts and seated with consorts. Each 


section is sub-classified with reference to attributes (d@yudhas) and hand poses. 


Chapter VII (conclusion) presents in a nutshell the value of the present 
research work based on analytical approach of the icons with reference to the treatises 


of Vaisnava Agamas. This chapter provides details regarding the identification of icons 


vill 


of Visnu based on the relevant Agamas for better understanding of the different types 
of icons (beras). It concludes with the scope of further study of other icons with the 
help of Agamic treatises. This research work is value-added with relevant illustrations 


to substantiate the study. 


I have registered for my research work in RKM Vivekananda College, 
Chennai. In this connection, I express my sincere thanks to the Authorities of the 
college Swami Atmaghanananda, Former Secretary, Swami Abhiramananda, the 
present Secretary and the Principal Dr. S. Swaminathan for permitting me to register 
and proceed with my research work as part-time research scholar. I thank Dr. K. 
Srinivasan, Professor and Head, Department of Sanskrit, RKM Vivekananda College, 
Chennai, who has been very much instrumental to have persuaded me to undertake 


this project. 


My Guide and supervisor Dr. S. Muthu, Reader, Department of Sanskrit, 
RKM Vivekananda College, Mylapore, Chennai 600 004, has given me a free hand to 
pursue my research. He has also guided me in the nuances of the Agamas and has 
gone through the text meticulously suggesting improvements wherever required. I 
thank him wholeheartedly for all help rendered. I thank the other Doctoral 
Committee Members Dr. J.R.S. Vasan Ramanan and Dr. S. Padmanabhan for their 


valuable suggetions and guidance. 


I am grateful to the successive Commissioners of Museums of Govt. of Tamil 
Nadu to have permitted me to register for Ph. D and to use the icons, the photo- 
archives and other materials housed in Government Museum, Chennai. I wish to 
record my thanks individually to Dr. R. Kannan, Sri. Siddique, Dr. Shantini Kapoor 
and Dr. T.S. Sridhar, the former Commissioners of Museums and Sri. $.S. Jawahar, the 
present Commissioner of Museums. My sincere thanks are also due to all my 


colleagues in the Museum. 


I wish to record my sincere thanks to my friend Dr. K.K.C. Lakshmi 
Narasimhan who initiated me into the field of Agamas and went through my script and 
added critical notes. I am thankful to his family members also especially his nephew K. 
Sriraman for technical guidelines. I will be failing in my duty if I don’t express my 
gratitude to my friends Sri. K. Muthusamy, Sri. Srikant and Sri. Krishnakant for their 


valuable and timely support in my research work. 
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CHAPTER I 


IMPORTANCE OF MUSEUM AND ITS SCOPE 


1.1. Concept of Museum 


The term ‘Museum’ derived from the Greek word ‘muse’ means 
‘sanctuary of muses’ i.e. the Goddesses for learning and art. Hence, the salient 
quality of the pursuit of learning has been retained by the Museums all over the 
world in one or the other form. The main motto of the Museum is to collect the 
objects of art and to help the preservation of culture of a particular region or 
community in order to present the social and cultural development of mankind 
by way of exhibitions, temporary or permanent, showcasing the original 


evidence of human’s creative genius and his subjugation of nature. 


In real sense, the stapas at Sanchi (Madhya Pradesh) and Amaravati 
(Andhra Pradesh) are the earliest concrete and immovable Museums in India. 
In fact, the hemispherical dome of stupa containing the relics of Buddha alone 
is the object of adoration. The railings around the same are not just enclosure 
wall but highly informative. From the view-point of analytical research and 
knowledge, one can notice a number of detailed information carved on them 
which speak of the social, cultural and religious status of the period they had 


been created and added. 


The temple, representing the cosmos or cosmological order where each 
single component is part of His unlimited nature, itself is one of the complete 
museums another being the world in macro level. One can find a number of 
icons in the temples, with the main one inside the garbha-grha and others in 
surrounding sub-shrines and niches. Obviously, the panel on the external wall 
of the temples and pillars are the not the object of worship but depictions of the 
various forms and sportive acts (/ila) of the Supreme Being. The icons of the 
temple reveal the entire historical, social, religio-philosophical back-ground of 


the same whether the temple is fully extant or only the debris (remnants) is 


available. The variety of garments, ornaments, crowns, animals and human 
forms available in the different parts of the Museum is collectively visible in the 
temple premises. By visiting the rock-cut and structural temples in different 
places of India such as Ajanta, Ellora, Mamallapuram, Kancheepuram, Badami 
and Tanjore, it is absolutely easy to decipher/decode the descriptions found in 
the vast Indian literature either on silpa, dance or engineering and so on. For 
instance, the Ajanta paintings, though free-hand rather perfectly iconometrical, 
stand as the best and earliest concrete record for the detailed ornaments and 
garments found in the Nafya-sdstra of Bharata. The Kailasanatha temple at 
Kancheepuram, though dedicated to Lord Siva, has also Vaisnava themes on 
the internal side of the enclosure wall with a small gopura, probably the earliest 
model. The Rastrakitas followed the same style in the enclosure of the 
monolithic temple at Ellora as well some of the Lankesvara (Saiva) and 


Dasavatara (Vaisnava) rock-cut caves. 


Sir William Jones, the founding father of the Modern Indian Museum 
Movement, while inaugurating the Asiatic Society in 1784, commented: “You 
have realised that I hope, gentlemen, and even anticipated a declaration of my 
wishes, by your alacrity in laying the foundation of a society for inquiring into 
the history of antiquities, the national production, art, science and literature of 


Asia.” 


1.2. Aim and Scope 

Museums were once thought to be the repositories of art objects and 
curios. Till last quarter of the nineteenth century, they had collected the 
material for display and they were stocked as and where they found space. 
After the Second World War, a considerable change in the attitude of 
museologist and art connoisseurs became discernible in the display of the 
materials collected for display. The educational quality of museums has 
achieved greater importance while the collection and preservation are still 
retained as basic functions. The original exhibits that have the salient features 


are carefully presented to the visitors. The museums have to present a coherent 


story and their contents, impart direct instructions and induce visitors to learn 
through viewing. To achieve this goal, the Museums must collect the objects to 
preserve and interpret them; the aim is to correlate them to modern tendencies 


and enlighten and entertain the people of the society which they serve. 


1.3. Brief History of Government Museum, Chennai 

The proposal for a Museum in Madras (presently Chennai) was mooted 
by the Madras Literary Society in 1846 AD and Sir Henry Pottinger, the then 
Governor, obtained the sanction of the Court of Directors of the East India 


Company in London. 


Dr. Edward Balfour, Medical Officer of Governor's Body Guard, was 
appointed as the First Officer-in-Charge of the Government Museum in 
January 1851 AD. The opening of the Government Museum was announced by 
a notification of the Fort. St. George Gazetteer dated 29th April, 1851 AD. The 
Government Museum, then called as the Central Museum, was started in the 
first floor of the Madras Literary Society College with the 1100 geological 
specimens. It steadily and gradually developed and expanded under the 
guidance and supervision of able and successive Directors. The building, in 
which the then Central Museum was located, was in a dilapidated condition 
and, hence, the Superintendent of the Museum wanted to shift it to other 


spacious and strong building. 


Then the museum was shifted to a building named the Pantheon, also 
known as the Public Assembly Rooms, where the elite of the city used to meet. 
In 1793 AD, the estate of the Pantheon, property of a civil servant and public 
contractor Hall Plumer, was assigned to a Committee of twentyfour members, 
which controlled the public amusements in the city at that time. The Committee 
sold the main house and surrounding space to E.S. Moorat, a wealthy 
Armenian merchant, who later sold it back to Government for Rs. 28,000/-. The 
property was originally of 43 acres in extent and stretched from Casa Major 


Road, flanked by the Pantheon Road and Halls Road. 


1..4. Procurement Method of objects/artefacts 

In 1878, the Government passed the Treasure Trove Act with the aim to 
procure the objects. The policy of accepting the materials through gifts was also 
adopted, Objects and artefacts displayed in the Government Museum, Chennai 
had been either procured through this Act or through gift. Majority of stone 
sculptures and bronzes were acquired through the aforesaid act. The objects 
which were declared ‘confiscated’ or ‘ownerless’ by the judiciary were also send 


to the Museum. 


1.5. Exhibition 

Exhibition is an important act of Museum and through this alone a 
Museum can reach the public. The dictionary defines ‘exhibition’ as ‘showing’ 
and in this sense all the world is an exhibition of one sort or another. However, 
in the context Museum, ‘exhibition’ should be defined as ‘showing for a 
purpose,’ the purpose being to affect the viewer or visitor in some 
predetermined way. The possibilities offered by the exhibition as a medium of 
communication are boundless but limited only by imagination, practical skills, 
and physical possibilities and, of course, the budget allocation. Undoubtedly 


exhibition, as medium, has some advantages only. 


1.6. Advantages of Exhibition 

The most important characteristic feature of a Museum exhibition is that 
it facilitates an encounter between viewer and the three dimensional object. 
Other media, such as photograph or a printed book can only portray icons, but 
they are not the prime and complete source. The exhibition alone provides a 
direct impact on viewers as it helps them to have contact with real, authentic 


object and this is what makes the Museum exhibitions so vitally important. 


Furthermore, the exhibition is not limited to the size of a screen or a 
page. It can work at scales appropriate to those of the objects to be shown and 
facilitate a bridging function so essential to make viewing comfortable on a 


human scale. Small objects can be given some prominence and positioned in a 


way that enables them to view, and larger objects distanced or brought close to 
heighten visual interest as needs dictate. Bringing the object and viewer closer 
together is the main function of the Museum exhibitions, and this medium can 
achieve this in a manner which is safe for both the object (in terms of security 


and conservation) and the viewer. 


By providing a multi-faceted approach, exhibition simultaneously 
functions at different levels and in different ways. In this manner, a range of 
aims and objectives can be achieved in a single exhibition by the use of a variety 
of interpretive materials, and the exhibition can appeal to a wider viewer group 
made up of different ages, levels of knowledge and intellects. Irrespective of the 
category of audiences, whom the exhibitions are mainly intended for, there are 
essential spaces within which visitors can move and progress freely. This has the 
advantage of enabling them to proceed at their own pace and allowing them to 
linger on that which interests them and bypass that which does not. Thus, the 
main feature and important advantage of museum exhibition can be summed 
up as: the visitor can be provided a very exciting multi-sensory experience with 
the opportunity of a first-hand encounter with the real object and, hence, the 


resultant pleasure, entertainment, satisfaction and acquisition of knowledge. 


1.7. Limiting factors related to exhibitions 
Good exhibitions do not take place easily, nor do they generally come 
cheap. The production process of a major exhibition is normally complex, 


extensive resource intensive and it depends on specialists’ time and skill. 


The space and time are two other pre-requisites, in addition to budget. 
An exhibition needs to be in place and open for sufficient time to enable it to 


be viewed by worthwhile number of visitors. 


1.8. Exhibition as an art form 
Exhibitions are conceived as a sculpture. They are three-dimensional 


compositions which recognise the importance of solids and voids and strive for 


satisfactory spatial relationships. It is the sculpture which people are 
encouraged not only to look at but also to walk in and explore. Some art is 
visual; some is tactile; and some may be heard. An exhibition can combine all 
these. It utilises not just the form and the space but also the shape, colour, light 
and texture as well, and may be even sound, and indeed, all the basic elements 
of art and design. It may also utilize iconry and semiotics. Simply combining the 
various components of a recognised work of art does not necessarily enable 
others to understand but this, in itself, is not enough. Two additional elements 
are required. Primarily, there must be an intension on the part of the creator to 
produce something more than that which will do its job; secondly, there must be 
originality of thought and creativity to produce something which is quiet 
exceptional, for, the mundane and the ordinary do not qualify as works of art. It 


is then, for the viewer, to respond in the way they would like. 


As far as the Government Museum, Chennai, is concerned, it functions 
not only just as a Museum but also permanent exhibition of the 


artefacts/objects within a single roof. 


CHAPTER II 


PRESENTATION 


2.1. Concept of Presentation 

Among the religions of the world, Hinduism distinguishes from all other 
religions by the stress it lays upon and the value it attaches to mirti worship. It 
is no wonder to say that scarcely any other branch of antiquities has provided 
the Indian Archaeologist with more valuable and interesting data than Indian 


Sculpture. 


Art in India was always inseparable from other aspects of life. This is 
very much evident from the literary and archaeological evidences throughout 
the history of India. The continuity could be maintained only because the 
tradition itself had an inbuilt paradigm of facilitating change, constantly 
adjusting itself to a contemporaeneity of time, and place while adhering to 
certain underlying principles that were perennial and immutable through the 


ages. 


South India is famous for its artistic bronzes and sculptures. The fine 
features carved on them and the mode of casting are considered the high 
watermarks of Indian technology and skill. Their faces reflect the mood of the 
deities realistically. This reflects their modelling perfection. They are the acme 


of aesthetic perfection. 


2.2. Display of Stone Sculptures 

The stone sculptures are arranged in two galleries at the new extension 
gallery and Hindu Sculpture galleries. The sculptures are arranged 
chronologically in the New extension gallery. It enables the art lovers and fine 
art students to know the different styles and ornamentation, moods in a single 
place. The other gallery, ic. Hindu sculpture gallery they are arranged in 


thematic like- Saivite, Vaisnavite, Architectural pieces and so on. 


Fig.1. Stone Gallery 


Fig.2. Stone Gallery 2 


Recently the Hindu Sculpture Gallery was refurbished with pleasing 
light and the walls were covered with teak-faced planks. One can enjoy the 


artefacts with pleasing atmosphere. 


2.3. Display of Metal Sculptures of Saivism 

In 1963, a separate building was built to house the bronzes. Government 
museum, Chennai is renowned throughout the world for its archaeological 
galleries especially the South Indian Bronzes. The ground floor of the then 
gallery was modelled in running showcases in which on one side the Saivite 
bronzes were arranged chronologically and the other side with Vaisnavite 


bronzes. 


Fig.3. Saivite Metal icons 


Subsequently in 2002, during the celebrations to mark the completion of 
151 years, the bronze gallery was reorganised. The Saivite bronzes are arranged 
thematically on the ground floor. The visitor sees on entry a bronze Nataraja 


dancing. 
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2.4. Display of Metal Sculptures of Vaisnavism 

On the mezzanine floor, some of the best Nataraja bronzes in the world 
are arranged on the left side, while the Buddhist and Jain bronzes are placed on 
the right side. On the first floor, the atmosphere of a South Indian temple is 
simulated with classical granite pillars and a garbha-grha. A large-sized bronze 
of Varadaraja with his consorts has been placed here. Some of the most highly- 
valued Vaisnavite icons are arranged here - staring with the icons of Visnu, 
standing and seated stances, with consorts, Srinivasa with consorts, the avatdras 
(incarnations) like Varaha, Narasimha, Rama and Krsna. The icons of Krsna 
are displayed in the order of Balakrisna, Navanitakrsna, Krsna with consorts. 

All these galleries and the facilities have been designed using Computer 
Aided Design, and, thus, a Virtual Gallery was first created and then translated 


in physical space in reality. 


Fig.4. Vaisnavite Metal Icons - 1 
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Fig.5. Vaisnavite Metal icons - 2 
The display has been modernised with high-tech showcases and 
illuminated with dichroic halogen lamps offering an excellent visual effect. The 
showcases on all the three floors look as if they are floating in a pool of light. 
Proper ventilation, to maintain temperature and humidity, is provided to 


preserve the bronzes better. 


Fig.6. Vaisnavite Metal Icons - 3 


CHAPTER III 


RELEVENCE OF AGAMA FOR STUDY OF SCULPTURES 


3.1. Agamas in General 


The term ‘Agama’ is generally applied to revealed scriptures and, in 
practice, it refers to a body of literature of a tradition or school which carries 
forward the beliefs and practices believed to have come form the Divine 
Authority. The treatises or writings of such tradition remain as canonical 
guideline in order to retain the principles and practices irrespective of changing 
time and social and cultural values but accommodating regional variations and 
customs as and when required. They are mainly in two categories viz. Vaidika 


and Avaidika. 


Vaisnava, Saiva and Sakta Agamas are called Vaidika and these Agamas 
follow the Vedic principles in addition to some special features in the ritualistic 
customs and practices. Saiva sect includes Kapdlika, Kalamukha, Pasupata and 
Siddhanta. Siddhanta Saivism, generally known as Agama Saivism and followed 
in South India, has two divisions viz. Siva-bheda and Rudra-bheda, having ten 
and eighteen treatises respectively. A number of Updgamas are mentioned in 
the treatises. Sakta Agama is in two divisions viz. Daksindcadra and Vamdacara. 


The total number of treaties of these sects is enumerated as 64 and 108. 


The Avaidika traditions which do not accept the authority of Vedas are 
Bauddha and Jaina. Vajrayana sect of Bauddha Agama has a vast literature on 
Agamic and Tantric practices. These treatises almost express the customs and 
practices of North-eastern part of India, China and Tibet. The same way, Jaina 


sect also has a good collection of treatises. 


3.2. History of Vaisnava Agamas 
The Vaisnava Agamas are mainly categorized into two viz. Vaikhanasa 


and Pajficaratra. The treatises on these two branches are less known compared 
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to Saiva and Sakta Agamas. Both the branches focus on the worship of the Lord 
Narayana but in slightly different modes. It is interesting to note that, though 
the Supreme One known with his main epithets Narayana, Visnu and 
Vasudeva,’ the Vaikhdnasa system prefers the term Visnu to other terms 


whereas the Pafcaratra prefers the term Vasudeva. 


The terms bhdgavaia, paramabhagavata, bhagavatpddanudhyata and 
atyantabhagavadbhakta found in the inscription of Pravarasena-II and 
Skandagupta and in a copperplate grant of Prabhavatigupta, daughter of 
Candragupta-II, etc. stand as witness for the prevalence of the Vaisnava cult, 
either of Pdaficaratra or Vaikhdanasa traditions. These are similar to usages 
‘parama-bhattaraka’ and ‘parama-mahesvara’ stand for Saura (Surya cult) and 


Mahesvara (Saiva cult) respectively. 


3.3. Vaikhanasa Agamas 


a. Brief history of Vaikhanasa system and literature 

Vaikhanasa system has derived the name from founder the sage 
Vikhanas, the author of Dharma, Grhya, Srauta and Kalpa satras. Marici in his 
Vimanarcandkalpa’ asserts that the sage Vikhanas is none other than Brahma. 
Moreover, the sage Vikhanas is credited with the introduction of Visnu worship 
with Vedic mode of rituals. The references in the contemporary Grhya-sitras 
and Srauta-siitras stand as proof for the authoritativeness for his works in the 
ritualistic canons. Vikhanas, in turn, taught his Odisciples viz. Atri, Bhrgu, 


Kasyapa, Marici, Pulastya, Pulaha, Kratu, Vasistha and Angiras. 


The treatises of Vaikhanasa Agama mention these disciples of Vikhanas 
as the propagator of the Vaikhdanasa system of rituals both in the temples and in 


the houses. The treatises of the first four disciples viz. Atri, Bhrgu, Kasyapa, 


‘ narayanaya vidmahe vasudevaya dhimahi/ tanno visnuh pracodayat // 
? VAK.101 p.521. 


Marici are available now. Kriyadhikara' refers to Angiras as an authority but 


his work is not referred to. 


Four works of Atri, known as Tantras, are available. They are 
Pirvatantra, Atreyatantra, Visnutantra and Uttaratantra, comprising 80,008 


granthas.” Atreyatantra is alone published as Samirtarcanadhikarana. 


Bhrgu’s works generally called Adhikaras are thirteen in number and 
they are Khila, Purdtantra, Vdasadhikara, Citradhikara, Mdanadhikara, 
Kriyadhikara, Arcadhikara, Yajnadhikara, Varnadhikara, Prakirnadhikara, 
Pratigrhyadhikara, Niruktadhikara and Khiladhikara, all of them are said to 
comprise 80,008 granthas. Referrence to Mandadhikdra in Khiladhikara’ 
indicates that the former must be earlier work. References to the works viz. 
Niruktadhikara*, Vasadhikara’ and Khiladhikara® are found in Khiladhikara 


and this must be a late work of Bhrgu. 


Kasyapa’s compilations are called Kandas and three works are available 
viz. Satyakanda, Tarkakanda and Jidnakanda and they are said to have been 


composed in 64,000 granthas. 


Marici, referred to by other Vaikhdnasa authors as authoritative 
amongst them, has authored eight works and his works are known by the name 
samhitas. The works are viz. Jayasamhita, Anandasamhitad, Samjfianasamhita, 
Virasamhita, Vijayasamhita, Vijitasamhita, Vimalasamhita and Jidnasamhita, all 


in total comprising of 1, 84, 000 granthas, 


' KRA.14.160a: 

actdatpadaparyantam bhramayediti cangirah / 
A grantha is a verse in anustup metre. 
* KLA.7.54b: 

mandadhikaroktapatha gopuram samyagacaret // 
* KRA.29.221b: 

tatkatha ca niruktadhikare prokta suvistara // 
> KRA4.57a: 

vasddhikare yatproktamanuktam Silpasastratah / 
° KRA.16.64a: 

dve dve karyethava caitah khilokta dvarapdlikah / 
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b. Date of extant Vaikhdnasa treatises 

Exact chronological order of the Vaikhdnasa treatises pose a big 
problem because, these authors cross-refer to each other to offer their different 
views which are undoubtedly due to the local practices and customs prevalent 
in the region they settled in or migrated to in later times. In an analytical 
approach it is well-observed, “Kasyapa and Marici who do not refer to any 
other particular author but referred by other authors must have been earlier to 
the other two viz. Atri and Bhrgu. Atri uses the term ‘parvaja’ in his work 
Samirtarcanadhikarana.' The term in singular meaning ‘early one’ may denote 
his preceptor i.e. sage Vikhanas. On the other hand, it may also be pointing to 
any other sage. His mention of Kasyapa and Marici’ indicates that Atri must 
have succeeded these two authors but contemporaneous with Bhrgu as both 
Atri and Bhrgu mutually cross refer in their works. Bhrgu makes passing 
references to Kasyapa, Atri and Marici in his Kriyddhikara.’ Hence, it is 
possible to consider Bhrgu last in the list of these four major authors of 


Vaikhanasa works.”* 


The origin of Vaikhdnasa system from the sage Vikhanas, one of the 
authors of Kalpasitras, can be easily assigned a date prior to 800 BC. As such, 
his immediate disciples must be of the same time. However, the extant 
Vaikhanasa treatises can be ascribed to the period later than 2"’ century AD 
but prior to 9" century AD, based on the terms and vocabulary used in them. 
The application of full-fledged injunctions of the Vaikhadnasa works in art and 
architecture and archaeological sources, both temples and icons, confirm the 


same. 


' §AA.32.43b: 
prthak sarvam ca kartavyamiti provaca purvajah // 
* SAA.45.71a: 
ityevam bhrguna proktam kasyapena maricina // 
* KRA.23.140b: 
jirnoddharavidhih prokta vistarena maricina // 
KRA.27.90b: 
kdSyapenatrina caiva maya caiva maricina // 
*K.K.C. Lakshmi Narasimhan, A Study of Vaikhanasa Iconography, p.11-12. 
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It is safely observed, “The extant Vaikhanasa works cannot be ascribed 
to the period of its original authors on account of internal references to terms 
and grammatical rules. Therefore, one should take these four authors as the 
beginners of particular tradition/school who carried generation after 
generation, at the same time incorporating in their schools the architectural and 
sculptural features of different regions with necessary modifications in 
consonance with the development in the architecture and sculpture as well as 
the rituals necessitated by the changing religious conditions. For instance, the 
water-chute (prandla) was absent in the temples of the early period on account 
of the icons being in stucco or painting on the wall when only the water was 
sprinkled on the icon. In later times, when many festivals and rituals developed 
for the satisfaction of the yajamdana and bathing ceremony (abhiseka) was 
introduced, a sndna-bera evolved or the dhruva-bera got modified into stone to 
please the yajamdana. Such rituals promoted the prandla and other types of 
icons in the temples. However, the basic practices of rituals had not lost. 
Therefore, the Agamic tradition included more new features with the 
developing time. In this way, the four schools of Vaikhdanasa tradition begun by 
Marici, Kasyapa, Atri and Bhrgu on the path shown by the sage Vikhanas 
developed upto the ninth century only. The names appearing in the extant texts 


also confirm the school rather than any individual author.” 


Therefore, it is safe to conclude and assign the probable date of the 
extant Vaikhanasa works based on the architectural and iconographic data by 
survey and study of icons and iconographical features available in the temples 
and monuments comparatively with the details found in the present version of 
these treatises as well as the contemporary treatises on Silpa (iconography), 


wherever required. 


The monuments and the sculptural panels in Tamil Nadu, Andhra, 
Karnataka (Badami and Aihole) and the Deccan (Ellora) stand as witness that 


the prescriptions of the Vaikhanasa tradition is confined within these states on 


' K.K.C. Lakshmi Narasimhan, op. cit., p.13-14. 
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the southern side of the river Godavari. The main reason is the cultural 
contacts between these regions as well as the military campaigns of the 


Calukyas and Pallavas, as observed by K.V. Soundara Rajan.' 


The Trimirti concept prescribed in plastic art form for worship by 
Vaikhanasa tradition with the rule that Brahma not to be in the middle is one of 
the concrete supports. As far as the monuments are concerned, the earliest one 
is the rock-cut cave temple dedicated to the Trinity at Mandagappattu 
(Tiruvannamalai district in Tamil Nadu) and this is supported with the 
inscription of the Pallava ruler Mahendravarman I (c.580-630 AD), Trimirti 
rock-cut is at Mamallapuram (c. 7" century AD), the rock-cut cave IV at 
Mogalrajapuram in Andhra Pradesh (c. 660-700 AD), Trimurti panel in the 
cave XXVII at Ellora (c. 675-700 AD) and panel of Trimirti (c. 760-790 AD) in 
cave XVI (Lankesvara cave) at Ellora stand as the best examples of Trimirti 
worship prescribed only in Vaikhdnasa treatises. The concept of Trimtrti 
appears from the time of early Alvars (c. 200 AD). The representation of the 
same in plastic art form the later part of 6"" century AD and non-continuation 
after eight century AD helps one to fix the probable date of present version of 


Vaikhanasa works to the period prior to 8" century AD. 


In this regard, it is observed, “The Vaikhdnasa works, while describing 
the temples for Trimartis (Brahma, Visnu and Siva) and Dvimartis (Visnu and 
Siva), prescribe the consecration and worship of Siva as per the Saivite manuals, 
probably Saiva Agamas, which could have been strictly followed by the Pallava 
ruler Rajasimha, whose titles are Agamdnusdéri and Agamapriya. Bhrgu’s 
statement that Siva (Candrasekhara) may be represented in either sakala (full 
form with all limbs) and niskala (formless or linga) aspect confirms that the 
linga worship had not become rule by the time of this work, but on the other 
hand, it substantiates the representation of Siva as Somaskanda and liriga 
together in the plastic art form. As per the rule that the /inga should be 


installed in the brahmasthana of the garbha-grha, the icon of Somaskanda must 


'K.V. Soundara Rajan, Glimpses of Indian Culture — Architecture, Art and Religion, p.65. 
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be freestanding icon behind the /inga or as bas-relief on the posterior wall as 
found in many rock-cut caves of the Pallavas. Therefore, the probable date of 
extant Vaikhanasa works can be easily ascribable to this transition period of 


Saiva concepts.”' 


A number of inscriptions portray the role of the Vaikhdnasa brahmanas 
in the temple administration.’ According to the Uttaramerur inscription of the 
reign of Pallava ruler Kampavarman (877 AD), Damodarabhattan, a 
Vaikhanasa brahmana, well-versed in Vaikhdnasa Agamas, is a recipient of 
donation of land as arcandbhoga to render service to the Lord.’ Tirumukkudal 
inscription mentions the receipt some garden land on behalf of Visnu temple by 
the local sabha (village administrative committee) with the condition that the 
Vaikhanasas would cultivate the land.* Vaikhdnasa Sastra in curriculum of an 
educational institution at Tribhuvani (Villupuram district) is mentioned in one 
of the Cola inscriptions of Rajadhiraja I (1048 A D).° The term ‘Agama’ is 
found in the inscription of Varadaraja temple at the same place in the reign of 
Vikrama Cola (1127 AD). All these evidences indicate the prominence of 


Vaisnava Agamas. 


The multi-storeyed temples at Tirukkottiyur (Saumyanarayana 
Perumal), Kanchipuram (Vaikuntha Perumal), Madurai (Kitalalakar) and 
especially Uttaramerur (Sundaravarada Perumal) are fine examples of the 
temples following the Vaikhanasa Agamic prescriptions. Moreover, the three- 
storeyed Rajagopalasvami temple at Mannarkoyil (near Tirunelveli) is the only 
later structure constructed as per the Vaikhdnasa works, besides a number or 
rock-cut sthadnaka and Ssayana forms of Visnu. With all, one may safely conclude 
and assign the extant Vaikhdnasa treatises to the period between 2" and 9" 


century AD. 


' K.K.C. Lakshmi Narasimhan, op. cit., p.17-18. 

? SILNIL, Nos.139, 140, 142. 

* SILVI. No.287. 

‘D. Dayalan, Early Temples of Tamil Nadu - Their Role in Socio-Economic life (c. A.D. 550 - 
925), p.52. 

> S. R. Balasubrahmanyam, Middle Chola Temples, p.354. 
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It is to note that that Vaikhdnasa school did not develop further after 
this period like the Pafcardtra literature. The plausible reasons may be - a) 
Vaikhanasa concepts are not open to all except the Vaikhdnasa-sitrins 
(brahmanas); whereas Paficardtra became popular and open to all Vaisnava 
traditions of other philosophic schools also; b) the theological concept in 
Pafcaratra allowed every person to worship (dtmdrtha-paja) the Lord after 
proper initiation (diksa) whereas such rituals are confined only to the 
Vaikhanasa brahmanas as officiating priests; c) with the development of 
Vaisnava philosophy and with the influence of Purdnas like Bhagavata and 
Visnu-purana aiming only at moksa rather than mundane aspirations, 
Pafcaratra literature could occupy a popular and prominent place with slight 
modifications in rules as per context and this promoted more literary works in 
the Pafcaratra tradition, whereas with a number of modifications suitable to 
the changing time, Vaikhdnasa works developed in paddhatis or certain 
regional pattern of worship; and, d) almost by 10" century AD, many temples 
of Vaikhanasa system had to undergo change into Pafcaratra mode for want of 
Vaikhanasa brahmanas as per the provision of such conversions found in the 
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Vaikhanasa works. 


3.4. Pdiicaratra Agamas 


a. Meaning and Scope 

Narayana is said to have revealed the Pdficardatra system. It is also stated 
that sruti and smrti are His commandments. Mahabharata? mentions the 
Paficaratra system as Mahopanisad (great Upanisad) consisting of the concepts 
of four Vedas and the duo of Sankhya-Yoga. Therefore, it is known as 


Paficaratra. The system was revealed by Narayana to Narada. 


'K.K.C. Lakshmi Narasimhan, op. cit., p.20. 

> MBh (Santi).329.111b-1 12a: 
idam mahopanisadam caturvedasamanvitam / 
sankhyayogakrtam tena pancaratranusabditam // 
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The compounded word ‘Pdfcaratra’ consisting of two words ‘pafica’ and 
‘ratra.” the term ‘rdtra’ a changed form means both ‘night’ as well as 
‘knowledge’. Hence, one may find different definitions of the term Pdafcardtra 


in the treatises. 


Sriprasna samhita states: ‘rdtri’ means ajfdna (unreal wisdom rather 
ignorance) and the ‘payica’ means the mode to dispel ajridna. The system which 


performs this action is Paficaratra.' 


Narada Pancaratra speaks: the term ‘rdtra’ stands for wisdom which are 
five in number. The system comprising of the concepts of the five divisions of 


wisdom is ‘Pdfcaratra.” 


Pauskara samhita,’ considering the term ‘rdtra’ to mean ‘night’, defines 
the term and concept of Pdficardtra, The systems Veda, Vedanta, Purana, 
Sankhya and Yoga are the parts of Paficaratra, Veda, Vedanta, Purana, Sankhya 
and Yoga become powerless like the night (ratryayate) when no sun is visible. 


They become valuable with Paficardtra. Hence, the system is called Paficardtra. 


Sandilya samhita,’ where the term ‘rdtra’ is taken to mean ‘wisdom,’ 
provides the definition as: Veda, Aranyaka, Sankhya, Yoga and Saiva are five 


divisions of wisdom and they are meant for the bliss of the Supreme Lord. 


' Sriprasna.2.40: 
ratrirajnanamityuktam paficetyajnananasakam / 
tacchastram pdaficaratram syddanvarthasyanurodhatah // 

? Narada pdficaratra.1.44: (cf. Introduction to Isvara Samhita, vol, p.25). 
ratram ca jidnavacanam jndnam paicavidham smriam / 
tenedam Paficaratram hi pravadanti manisinah // 

> Pauskara.68.307b-308: 
puranam vedavedantam tatha’nydt sankhyayogajam / 
pancaprakaram vijneyam yatra ratryayate’ bjaja // 
phalotkarsavasenaiva paficaratramiti smrtam // 

* Sandilya.1.4.76-76: (cf. Catalogue of Paficaratra Samhita, p.6-7) 
sankhyam yogastatha saivam veddranye ca paficakam / 
procyante ratrayah kdnte dtmanandasamarpanat // 
paficadnamipsito yo'rthah sa yatra samavapyate / 
paramdanandametena prapnoti paramatmanah // 
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Padma samhita' follows the way of Pauskara samhita in defining the 
term Pancaraira but offers clear meaning: five other systems, though of high 
grade, are of less value like the less-illuminative moon and the stars which can 
not shine during the day when the sun shines. The system which makes them 
equal to night is called Pdficardtra. In this, the five systems may be taken as 
Veda, Aranyaka, Sénkhya, Yoga and Saiva. Moreover, this treatise mentions a 
number of systems of wisdom viz. Yoga, Sankhya, Buddha-Sastra (Bauddha), 
Arhata-sastra (Jaina), Kapdla, Suddha-saiva and Pasupata. However, they are 
contrary to each other. For all of them, the treatise states, Lord Narayana is the 
origin.” 

One may find in the treatises of Paficaratra Agama also some interesting 
definitions for the term ‘Pdaficardtra.’ This definition not only speaks of the 


concept of Pdaficaratra dgama but also the origin of the system i.e. Narayana. 


Isvara samhita states: the five divine attributes of Lord Narayana, viz. 
Sudarsana (cakra), Paficajanya (Sankha), Kaumodaki (gadd), Nandaka 
(khadga) and Sarnga (dhanus), arose on the earth in different places like 
Paundravardhana, in the form of five sages viz. Sandilya, Aupagayana, 
Maufijyayana, Kausika and Bharadvaja.’ Lord Narayana revealed the wisdom 
to all the five sages individually for one day (day and night). Therefore, the 


Sdastra is known as Paficaratra.* 


' Padma.(Jniana),1.72-74: 
paficetardni Sastrani ratriyante mahdntyapi/ 
candratdraganam yadvat sobhate naiva vasare // 
tathetardni Sobhante pafica naivdsya sannidhau / 
pancatvamathava yadvaddipyamane divakare // 
rechanti rdtrayastadvaditarani tadanitke // 

? Padma (Jnana).1.47-54a. 

* [§vara.21,.518-19: 
sudarsanddyah hetisah pafica brahmarsirtipatah / 
samutpannah ksititale paundravardhnasthaladisu // 
pancayudhamsaste paca $andilyascaupagayanah / 
mauhjyayanah kausikasca bharadvdjasca yoginah // 

* [svara, 532-33a: 
paficapi prthagekaikadivaratram jagatprabhuh / 
adhyapayamasa yatastatastanmunipungavah // 
Sastram sarvajanairloke pafcaratramitiryate / 
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Vihagendra samhita' offers another view: in the beginning of Krtayuga, 
the system was revealed by Kesava (Narayana) to Ananta, Garuda, Visvaksena 
(Senesa), Brahma and Kapalabhrt (Siva) individually in the five nights 


consecutively. Hence, this system is called Paficaratra. 


Some P@ficaratra treatises provide also the metaphysical meaning of the 
term ‘Paficaratra.’ According to Parama samhita, the dtmans (with body) in the 
world possess five subtle and gross qualities of five gross elements (pafica- 
mahabhita). The system that helps the atmans to get rid of the effect of 
mahabhiatas is called Paficaratra. Visvamitra samhita’ details the same in 
different fashion and provides special meaning for the root ‘ra’ (dispeller or 
remover) in the term ‘rdtra.’ Purusottama samhita’ states: the bhakti (devotion) 
to Bhagavan (Narayana) is the only means for eternal salvation (mukti). The 


sdastra which speaks of this is Paficardtra. 


The Pdficardtra system claims its origin from Ekdyana-veda which is the 


part of Kanva sakha of the Veda, according to Jayakhya samhita? Isvara 


' Vihagendra.1.p.7 (cf. Catalogue of Paficaratra Samhita, p.7) 
ddau krtayuge prapte kesdvena prasadita/ 
ananto garudascaiva visvaksenah kapdlabhrt // 
brahma ityeva pancaite §rnvanti prthgiritam / 
anantam prathame ratrau garudasca dvitiyake // 
trtiyardtre senesah caturthe vedhasasritam / 

> Parama.1.39b-41a: 
mahabhitagunah pajica ratrayo dehinah smrtah // 
tadyogadvinivrtterva paficaratramiti smrtam / 
bhittamatrani garvasca buddhiravyaktameva ca // 
ratrayah purusasyoktah pdficaratram tatah smrtam / 

* Visvamitra.2.3-5: (cf. Catalogue of Paficaratra Samhita, p.7) 
pancendriyani visayah paticabhitani tadgunah / 
paricasadabhidheyani vidvamso’pyacacaksire // 
ra ityayamapi prokto dhaturddanavacakah / 
visayendriyabhiitanadmadatarasca paficarah // 
manusyah pdlanattesam paficaratramiti smrtam // 

* Purusottama.\.4 (cf. Catalogue of Paiicaratra Samhita, p.7)): 
bhagavadbhaktireva sydd bhaktanam muktikaranam / 
tadbhaktibodhakam Sastram pdficardtragamam smrtam // 

> Jayakhya. etc. 1.109: (cf. Catalogue of Paficaratra Samhita, p.9) 
kanvim sakhamadhiyandvaupagdyana kausikau / 
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samhita’ and Padma samhita. Sattvata samhita’ mentions this as an important 


one along with Yajurveda. 


Sriprasna samhita* speaks: Ekayana-veda is the head of the Vedas; 
Pancaratra elaborates the concept of Ekdyana-veda and it provides moksa to 


the followers of the same. 


The term Sdtvata and Ekantins denote the followers of Pdficaratra 
system. Chdndogya Upanisad” mentions the sources of wisdom viz. Rgveda, 
Yajurveda, Sdamaveda, Atharvana, Vakovadkya and Ekdayana. In_ the 
compounded word Ekayana, the terms ‘eka’ (only) and ‘ayana’ (path) play an 
important role. As per [Svara samhita® and Paramesvara samhita, no other path 
is found in other sections of wisdom. Hence, this Vedic portion is called 


‘ekayana-sastra’. 


b. Antiquity of Paficaratra Agamas 
The origin of Pdaficaratra system can be traced to Ekdyana-veda. One can 


find the reference also in Chandogya Upanisad, cited elsewhere. 


As far as the literary evidences are concerned regarding the theme of 
Paficaratra tradition, the earliest reference is the sutras of Panini (c. 800 BC). 


The sitra ‘vasudevarjunabhyam vun”’ deserves special attention. The suffix 


" [svara.21.554: 
kanvim sakhamadhiyanan vedavedantaparagan / 
samskrtya diksaya samyak satvatadyuktamargatah // 
? Padma (Carya).21.4: 
aupagadyanapurvaste ndnagotra mumuksavah / 
adhiyanah kanvasakham tatha madhyandinahvayam // 
* Satvata.25.96a: 
ekdyanan yajurmaydn asrdvitamanantaram / 
* Sriprasna.2.38: 
vedamekdyanam nama vedanam Sirasi sthitam / 
tadarthakam pafcaratram moksadam tatkriyavatam // 
> Chandogya.7.2. 
rgvedam bhagavo'dhyemi, yajurvedam, sdmavedam, hyatharvanam, vakovakyam, 
ekdyanam ... 
® [svara.1.19; Paramesvara.1.57b-58a: 
moksayanaya vai panthd etadanyo na vidyate / 
tasmadekayanam nama prabhavanti manisinah // 
” Panini Sutra.4.3.99. 
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‘vun’ in this sutra is used in the meaning ‘Vasudeva as Honorable One’ i.e. 
Deity to be worshipped. The suffix is not used in the sense of apatya 
(issue/son/daughter). Patafijali (c. 2" century AD), contemporary of 
Pusyamitra, while commenting on this sitra, states, “It is not for the Ksatirya 
(son of Vasudeva) but of High One.”’ Kaiyata, the commentator of 
Mahabhasya of Patafijali, confirms, “Here, the Eternal Supreme and Divine 
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Vasudeva is taken.”~ This is the earliest reference to Vasudeva, the main 


divinity of Pafcardtra tradition. 


Mahabharata is the next literary record for the Paficardtra tradition. It is 
stated in the Santiparvan that the Lord Himself the knower of entire Paficaratra 
tradition.’ In the Moksadharma-parvan of Mahabharata, Pafcaratra is taken as 


one of the five sections of wisdom.* 


Based on the three important epigraphic records, the concept of 
Paficaratra based on Para (Vasudeva) and Vytha (Vasudeva, Sankarsana, 
Pradyumna and Aniruddha), can be dated back to 3 century BC. The analysis 


of them helps in settling the antiquity of Paficaratra Agamas. 


The famous stone inscription at Ghosundi? (near Chittoorgarh in 
Rajasthan) in Brahmi script records the erection of a pdjd-sila (stone for 
worship = icon) for Sankarsana and Vasudeva, sila-prakdra (stone enclosure = 
prakara) and vatika (garden) by Gajayana, the son of Parasari and who is 


performer of Asvamedha (Asvamedhayajin). Gajayana is mentioned with the 


' Mahabhasya. (on Siitra.4.3.99): athavad naisa ksatriyakhyd / samjnaisd tatrabhavatah // 

? Kaitata on Panini-stitra 3.3.98 (cf. Catalogue of Paficaratra Samhita, p.9) 
nityah paramatma devatavisesa tha vasudevo grhyata ityarthah/ 

* MBh (Santi).349.68: 
Pafcaratrasya krtsnasya vetta tu bhagavdn svayam / 

4 MBh (Santi).349.1: 
sankhyam yogah pancaratram vedaranyakameva ca/ 
jndndnyetani brahmarse lokesu pracaranti ha // 

MBh (Santi).349.64: 

sankhyam yogah paficaratram vedah padcupatam tatha / 
jnadnanyetani rajarse viddhi nandmatani ca // 

> Ghosundi Inscription (cf. D.C. Sircar, Select Inscriptions, Vol.1, p.89-91): 
karito ayam raja bhagavatena’ gdjdyanena_ pdrdsariputrena_ rvatanena_ (?) 
asvamedhaydjinad — bhagavadbhyam sankarsanavasudevabhyam anihitabhyam 
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epithet *bhdgavata’ and the duo of Sankarsana and 
Vasudeva is described as ‘Sarvesvaras.’ Kautilya’s 
Artha-sastra also includes worship of Sankarsana. 
Although Sankarsana is the elder brother of 
Vasudeva Krsna as per early part of Mahabharata, 
in the religious philosophy of Bhagavatas described 
in the Narayaniya section of Sdnti-parvan of 
Mahabharata,' Sankarsana is identified with the jiva 
(Individual soul) whereas Vasudeva is identified 
with Paramatman (Supreme One). It is interesting 
to note all the three i.e. icon of the Lord, supportive 
enclosure and the flower-garden for worship is 
considered to be highly meritorious deed, as per 
Satvata samhita* and other religious literature. 
Donation of a land to the temples as arcanabhoga 
(cultivation and flower-garden) is also attested with 
the inscription at Uttaramerur’ (c. 877 AD), 


Tirumukkudal,’ etc. 


Garuda-stambha with inscription at 
Besnagar (modern Vidisa near Bhopal in Madhya 
Pradesh) is the next concrete evidence for the 
prevalence of Paficaratra tradition in the 2"" century 


BC. The Brahmi inscription on this column 


' MBh (Santi).339.25, 40: 
yam pravisya bhavantiha mukta vai dvijasattama / 
sa vasudevo vijneyah paramatma sanatanah // 
jneyah sa eva rajendra jivassankarsanah prabhuh / 
? Satvata.25.366-367: 
yah saprakaramaramam samprayacchati vai vibhoh / 
nanapuspaphalopetam vapidrumasamakulam / 
sabjatoyadsayopetam marakhadgasamanvitam / 
sa nandanavane bhogan bhuktva yatyacyutdlayam // 
* SILVI. No.287. 
* D. Dayalan, op. cit., p.52. 


Fig.7. Garuda-stambha, 
Vidisa 


mentions the Greek king Antialkidas indicating 
the king to have reigned in the second century 
BC. in addition to the king Raja Kasiputa 
Bhagabhadra, prospering in the fourteenth year 
of his reign. The first part of the inscription 
records the erection of Garuda-dhvaja_ of 
Vasudeva, the God of Gods, by Heliodara, the 
son of Diya (Dias), a Taksasilaka (a native of 


Taxila), a Yavana (Yona) ambassador, who 


came from Maharaja Aintalikita (Antialkidas). 


The term ‘Bhdagavata’ prefixing to the name Fig.8. Tala-dhvaja, Vidisa 
Ileliodara is interesting one which confirms that 

the Bhagavata cult (obviously the Paficardtra tradition) attracted and captured 
everyone including the foreigners. The second part of the inscription mentions 
three auspicious principles viz. self-restraint, charity and conscientiousness 
which, when practiced, lead to Heaven. This inscription confirms the worship of 
Vasudeva, the God of Gods and the Supreme Deity as well as Garuda as the 
recognized. Moreover, a pillar capital with tdla tree (palmyrah), emblem of 
Sankarsana, found in the same site, belonging to the same period, confirms the 
status of Sankarsana, one of the four members of Vytha concept of Pdaficaratra 
tradition. The dhvaja/stambha is a part of the temple complex. Hence, this 
column does not stand just as symbol of the tradition but as a part of the temple 


dedicated to Visnu in the form of Vasudeva and Sankarsana. 


The inscription Sodasa (* century AD) found at Mathura records the 
installation of five Viras by a lady named Tosa. The concept of Pafica-viras 
(Five Viras) is acommon one in the Vaikhanasa system but as secondary grade 
(Manusa Vasudeva) and the plaques at Kontamotu (Andhra Pradesh) 
substantiates the same. Undoubtedly, the Vaikhdnasa tradition was less-known 
or unknown in the Northern India, the installation of five Viras must be taken 
as the Vrsni group consisting of Vasudeva, Sankarsana, Pradyumna, Aniruddha 


and Samba because by this time, Krsna and his brothers have gained the states 
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and identified with the Supreme One which is substantiated by the verses of 
Bhagavad Gita. 


The inscription of Naganika, the Satavahana queen at Nanaghat cave 
(Maharashtra), containing the statement ‘namo sankarsanavdsudevanam’ is 
noteworthy. In this inscription, the names of Sankarsana and Vasudeva along 
with other deities indicate the prevalence of Paficaratra cult in this region. This 
inscription of the second or the first century BC stands as authentic record for 


the spread of Bhagavata (Pafcaratra) religion to the South. 


The Chinna Ganjam inscription of the time of Yajiia Sri Satakarni (c. 2" 
century BC) is indicative of the flourishing of this tradition in the Krishna 
District (Andhra Pradesh) during this period. The phrase 
‘bhaktyaradhitavisnuh’ as a suffix/epithet to Simhavisnu of Pallava dynasty 
mentioned in the Udayendiram copper-plate of Nandivarma Pallavamalla’ is 


noteworthy for the prevalence of Vaisnava tradition in South India. 


c. Pancardtra Literature 

The Paficaratra Agama has a vast collection of treatises. The treatises 
are divided into two broad classes viz. Divya (Revealed) and Munibhdsita 
(traditional). Divyas are the Ratnairaya., Other treatises are Munibhdsita. 
Generally, the Paficaratra works are enumerated to be 108. Dr. O. Schrader 
gave the number of 210 in a tabular form. Dr. H. Daniel Smith has given the 


details of Paficaratra Agamas. 


The early Pdficardira treatises, generally known as Ratna-traya, viz. 
Sattvata, Pauskara and Jayakhya, had been elaborated in later times in well- 
known three post-classical or Arthopapadika samhitds (explanatory). [svara 
samhita is the explanatory work on Sdaitvata samhita. Paramasvara samhita is 
the elaboration of Pauskara samhita. Padma samhita is the detailed one of 


Jayakhya samhita. 


' Pallavar Ceppedukal Muppatu, p.125 
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Satvata samhita, the first and the foremost of all the Pavicaratra treatises, 
is one and the only work to bear the same title as that of Sattvata Dharma. 
These three treatises date back to c.300 AD to c.500 AD. Ahirbudhnya samhita 
comes in order which can be dated between c.500 AD and c.800 AD. /Svara 
samhita, Paramasvara samhita and Padma samhita, detailed works on Ratna- 
traya, can be dated between c.600 AD to c. 900 AD. An important treatise viz. 
Sriprasna samhita is a derivative work taking a large part of its text from the 


Padma samhita. 


It is a general belief that the Pdficaratra Agama texts were originally 
divided into four pddas with the names jfdna, yoga, kriyd, and carya. 
Laksmitantra' states that the Pajicardtra concepts are explained in four padas 
viz. jana, yoga, kriya, and caryd. It is noteworthy that the Vaikhanasa Agama 


texts do not individually contain this division. 


Of the Pdficardatra texts, Padma samhita has the conventional fourfold 
Agamic division (pddas) viz. jana, yoga, kriya, and caryad. Brhadbrahma 
samhita has four pddas i.e. prathama, dvitiya, trtiya and caturtha. Narayana 
samhita is divided into three kdndas_ viz. Jndnavaibhava-kanda, 
Yajnavaikbhava-kanda and Istivaibhava-kanda. Sanatkumdara samhita is divided 
into five Ratras called Brahmaratra, Sivaratra, Indraratra, Rsirdtra and 
Brhaspatiratra, of which the last one is completely missing.” The Paramesvara 
samhita is divided into Jidnakdnda, of which one chapter alone is available, and 
Kriydkanda, which contains the details of both kriya and carya. The Ratna-traya 
(Sattvata, Pauskara and Jayakhya) do not contain the division of Agamas into 
padas. The division into pddas is not available in the texts of the later period 


also. 


The Padma samhita is the only work to have four padas with detailed 


information. Jfidnapdda deals with creation, features of Brahman, means of 


' Laksmitantra.51.2b-3a: 
caryapadakriyapadau pdadau ca jnanayogayoh // 
iti ndnavidham tantram catuspadopabrmhitam / 
’ Smith, H. Daniel, Descriptive Catalogue of Smith's Agama Collections, pp.81-84. 


28 


moksa and the lokas (worlds) above and below. Yogapada provides 
information on the matter of yogic practices such as yogdngas and nadis. 
Kriyapada elaborates the technical details i.e. construction of temples, creation 
of icons and consecration of temples and icons therein. Caryapdda focuses on 
the rules for daily worship, annual and minor festivals and expiatory and other 


minor rituals. 


The Pdafcardtra system advocates the fourfold worship of the Supreme 
through kumbha (pitcher), kunda (fire-altar), mandala (diagram) and bimba 
(icon). The Pdaficaratra treatises of very early period do not give much 
importance to the icon and its worship and temples but the main focus was on 
mandala which includes kumbha and kunda. However, the early texts of 
Paficaratra Agamas contain the synonymous words such as pratimd,' arca? 
bimba,’ vigraha* and marti, which are just mentioned without much 
elaboration as we find in the later works. The early Pd/icaratra texts also refer 


to temples (prasdda° or dyatana'), These references prove that the iconic 


 Jayakhya.13.57a: (cf. Isvara samhita, Vol.I, p.) 
pratimam kdrayet 
Pauskara.36.414a: 
pratimam vigraham Sasavt sarvesam Sreyase tu vai / 
” Pauskara.31.9a: 
nivesya tasmin karmarcam harakeytirabhisitam / 
Pauskara.32.24a: 
sarca tu Sailakasthottha pate kudye ca citrita / 
* Satvata.7.11b: 
ghrtena pancagavyena bimbapdddmbhasa tu va // 
Pauskara.38.72: 
caturnam brahmanadinam bhagavadbhavinam vibho / 
hitartham jnatumicchami bimbapaddanameva ca // 
* Satvata.7.114: 
svamantrasannidhim tatra krtva tadvigrahanvitam / 
plijitam patrapuspadyaistatsiddhayatanam smrtam // 
Pauskara.38,143a: 
: adrstavigrahanam ca pithanamasubham bhavet / 
> Satvata.6.108a: 
caturmurtim tadtirdhve tu dhyatvabhyarcya yathakramam / 
Pauskara.36.126: 
caturbhirvasudevadyairmurtibhih pragudiritaih / 
kesavadyairdvadasabhirmatsyadyairdasabhistatha // 
Pauskara.38.144a: 
vibhavavyuhamurtinam mantramurte’rcane sati/ 
® Satvata.7.117a: 
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worship was not unknown in the period of early Pdficardtra treatises. The 
Jayakhya samhita, one of the Ratna-traya, enjoins the performance of 
mahotsava after installation of the icon is over. The early texts do not mention 
grand structures (temples) and grand festivals (mahotsava) as found in the later 


texts. 


d. Paiicardtra Agama and Diksa 

The Pafcaratra tradition got popularity throughout India by prescribing 
special rules of rituals of diksd (initiation) well-known as Paficasamskara.’ They 
are (dpa (marking with hot metal emblems on shoulders), pundra (12 ardhva- 
pundras or sacred mark with white clay), ndma (new name), mantra (initiation 
to three esoteric mantras) and ydga (worship of Lord), It is a sacrament which 
should be received by all so as to become Vaisnava. Specialty of this is that this 
applicable for also for both women and sadras who do not get the Upanayana. 
Obviously, the rituals like this are meant for only dvijas (twice-born), as per the 
rules of Vedic tradition. Therefore, the Pdaficardtra tradition got objected by 
other Vedic schools and Pdaficardira system had been criticized as non-vedic. Of 
course, the diksd is not uncommon in pre-Pdfcaratra period and this mode is 


prescribed also in Mahabharata.* 


A number of objections raised by followers of other schools had been 
answered in the work Agamapramanya by Yamunacarya, preceptor of 


Ramanuja who propounded the Véisistdadvaita School in its real sense. 


prasdadadvaradesacca yatra Sankhadhvaniksayah / 
' Pauskara.36.2: 
yadyadayatanam divyam siddhayatanameva ca/ 
nrnadmupayabhitam yadajnanam jrdninamapi // 
Pauskara.38.143b: 
evamdyatanasthanam grhitantaravartinam // 
? tapah pundrastatha nama mantro yagasca paiicamah / 
* Mbh (Bhisma).46.39-40: 
brahmanaih ksatriyarvaisyah stidrasca krtalaksanaih / 
arcaniyasca sevyasca nityayuktaih svakarmasu // 
sattvatam vidhimasthaya gitah samkarsanena ca/ 
dvaparasya yugasydante ddau kaliyugasya ca // 
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Vedantadesika, one of the followers of the above school, also justified and 


elaborated the Pafcardtra concepts in his Pdficaratraraksa. 


Payicasamskara is administered to all, including women and Siidras, so as 
to make them eligible to become devout Vaisnavas and get the qualification for 
doing worship to the Lord. The Brahmanas with such diksd are eligible for both 
atmartha-piija (domestic or personal) and parartha-puja (temple worship for 
others). This sacrament becomes the characteristic marks for identifying a true 


devotee of Visnu. 


The diksda (initiation) to all is the main reason for the full-fledged 
development of the icons meant for domestic worship (grharca). A number of 
tantrika mantras evolved and they were taught to the women and sidras who 
required for the personal worship. As far as the rules of applying only the Vedic 
mantras for the rituals are concerned, this is in gross violation of the Vedic 
tradition but it was required in the changing society when new concepts and 


theories started evolving and growing gradually but steadily. 


3.5. Differences between Pdiicaratra and Vaikhanasa 
There appear some conflicts in the treatises of both Vaikhdnasa and 
Pafcaratra traditions. There is common rule that (tantra-sankarya) mixing up of 


two Agamas or Agamic traditions is not permissible. 


The system, on the basis of which, all rituals and guidelines right from 
the selection of the site (bhapariksd) to completion of the construction of the 
temple has been executed, should be adhered to for also pratisthd (installation 
and consecration) and other rituals; other systems should not be brought in and 
mixed up with the former, thus states Atri. Further statements are: those who 
meddle with the Vaikhanasa system will go to hell; the Vaikhanasa mode could 
be adopted in a temple where the Pdjicardtra mode prevails; Vaikhdnasa is 
saumya (gentle) and Pdaficardtra is dgneya (fierce); as per the instructions of the 
ancients, Vaikhanasa is the best; the Vaikhanasa mode alone is to be adopted in 


temples situated in the villages. The Tantrika (Paficaratrika) mode is applicable 
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for the worship in temples situated on the banks of rivers, top of hills or in an 


uninhabited place. 


The same way, one can find some statements also in Paficaratra treatises. 
In the section of prayascitta rituals, it is stated that the entry of Vaikhanasa 
inside the garbha-grha requires purificatory bathing of the icons with milk and 


reconsecration. 


One may wonder why the Pdficardtra and Vaikhdnasa schools, both 
focusing on the worship of Lord Visnu, conflict with each other. The Ratna- 
traya and the main texts of Pdficardtra composed earlier do not contain any 
such expression directed against the Vaikhdnasa. Vaikhdnasa texts in question 
do not deny the authority of the Such passages could have crept into the 
Vaikhanasa texts after the Pdfcardtra became popular and therefore, later 
Pafcardtra texts do have such expressions against the Vaikhdnasa. The 
followers of both the schools, of course in later time, did not display hatred or 


rivalry but began to denigrate mutually. 


3.6. Concept and scope of icon in Early Literature and Vaisnava Agamas 

The terms arcd, bera, bimba and marti are synonymous and they mean 
an icon created with the standard dimensions and characteristics. The icons are 
the conceived medium of the worship of the divinities who remain also in 
unmanifest form. The dhydna-slokas and alike found in the literature help one 
mentally contemplate on the divine powers. However, such contemplation is 
not fit for the laymen engrossed in the worldly aspects. A number of passages 
and references found in the pre-classical (Vedic to Stra period) and classical 
literature especially in the Agamas and Silpa-sastra. Arca (icon) is the easiest 
form of Visnu to please and to satisfy the devotees. In this mode, He receives 


whatever the devotees offer. 


The Supreme Lord Visnu remains in five forms viz. Para, Vytha, 
Vibhava, Antaryami and Arca. The first three are beyond one’s limit by time 


and space; the fourth one is within everyone but not easily perceivable; and, 
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arca, the icon, is suitable to all irrespective of one’s mental and _ physical 
conditions. In this mode, Visnu pleases and satisfies the devotees by accepting 


whatever the devotees offer. 


a. Concept of Icons in Pre-classical literature 

Purusasiikta is the earliest reference to description of the manifest form 
of Visnu which states that Purusa (Visnu) is possessor of thousands of heads, 
eyes, legs, etc.' the term ‘dasangulam’ meaning ‘ten arigulas’ is the passage is 
very interesting. This must be the earliest reference to the dimension 
(measurement) of the manifest form of the Supreme Being whether the 


measurement stands for micro or macro level. 


The Rk.1.55.2? speaks of a striding form (urugdya) of Visnu (i.e 
Trivikrama) residing on the hill, clearly in an abode or shrine. The Rk.2.33.9° 


also speaks of the gigantic form of Visnu on the hills. 


The Rk.10.155.1° talks about the solution what a person should do when 
deprived of wealth etc. It advises him to go to hill where the Lord, seat of 
Laksmi (Sirim bithasya), resides. This passage is explained as dealing with 
Srinivasa of Venkatadri (Tiumala Hills) in the Venkatadrimahaimya of 
Bhavisyottarapurana. The Mahabharata® verse substantiates this concept by 


providing additional information of golden icon. 


The Rk.2.33.9° talks about the brown form with powerful limbs/parts. 
The Rk.10,130,3,' in a way of enquiry about the materials in the worship of the 


' Purusasukta.\, 

sahsrasirsd purusah sahasraksah sahasrapat / 

sa bhitimim visvato vrtva atyatisthaddasangulam // 
? Rk.1.55.2 (cf. Parama samhitd, Introduction, p.35) 

pra te visno Susamatu manma giriksite urugayaya visnave / 
* Rk.2.33.9 (cf. Parama samhita, Introduction, p.35) 

pra tadvisnu stavate viryena mrgo na bhimah kucaro giristhah / 
* Rk.10,155.1 (cf. Parama samhitd, Introduction, p.35) 

arayi kane vikate girim gaccha sadanve / sirim bithasya satvabhih tebhistva catayamasi. 
> Mbh (Adi).187.27: 

giriprsthe tu sd tasmin sthitd tvasitalocana / 

bibhrajamana susubhe pratimeva hiranmayt // 
® Rk.2.33.9 (cf. Parama samhita, Introduction, p.35) 
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Divine, contains the two terms i.e. pramad (the dimensions) and pratima (icon) 


which are undoubtedly about form or icon with proper measures. 


Another Rk.10.155.3? mentions a wooden icon (daru) not of human 
(apurusa) floats on the water of the sea. Here, Sayana takes the term ‘ddru’ to 


be ‘wooden icon’ and ‘apurusam’ as ‘devatasariram’ (form of divinity). 


Chandogya Upanisad appears to be one of the earliest sources to deal 
with iconic representation of Visnu. The description of the therein about the 
Supreme One residing in the Sun is noteworthy: He is of golden hue from the 
tip of the nail to top; and he has golden beards and golden hairs. Moreover, the 
text mentions Him with the eyes resembling white lotus (pundarika) expecting 
the rays of the sun.* Purusa in these passages has been justified to be Narayana 
by a number of passages from different sources. Maitrayaniya Upanisat 
substantiates the above concept where it mentions the phrase ‘dhruvam 
visnisamjnitam.’ 

Mundaka Upanisat describes the form of the Supreme Being as inner 
atman of all: agni (fire) is the head; candra (moon) and sirya (sun) are the eyes; 


diks (directions) are ears; Vedas are the speech; vayu (air) is prana (vital 


sthirebhirangaih pururtipa ugro babhruh sukrebhih pipise hiranyaih / 

* Rk.10.130.3 (cf. Parama samhita, Introduction, p.36) 
kasit prama pratima kim nidanam ajyam kimasit paridhih ka asit chandah kimasit pra u 
gam kimuktham yaddevd devamayajanta visve / 

* Rk.10.155.3 (cf. Parama samhita, Introduction, p.35) 
ado yaddaru plavate sindhoh pare aptirusam / tada rabhasva durhano tea gaccha 
parastaram / 

* Chandogya.1.6.6: 
ya eso’ntardditye hiranmayah puruso drsyate, hiranyasmasruh hiranyakesah apranakhat 
sarva eva suvarnah / 

* Chandogya.\.6.7: 

; tasya yatha kapydsam pundarikam evmaksini tasyoditi ndma sa esa sarvebhyah 
papmabhya uditah udeti ha vai sarvebhyah papmabhyah ya evam veda/ 

> Maitrayaniya.6.38: 
tatah =paramamakasadmatra hi saurasaumydgneyasatvikani_ mandalani _bhitva 
tatassuddhasattvantaravasthamacalamamrtam dhruvam visniisamjhitam sarvadharam 
dhama — satyakamasarvajnatvasamyuktam = svatantram  caitanyam = sve — mahimni 
tisthamanam pasyati atrodaharanti / 
ravimadhye sthitassomastasya madhye hutasanah / 
tejo madhye sthitam sattvam sattvamadhye sthito’cyutah // 
Sarirapradesamatramangusthamatramanorapyanutaram dhydtah paramatam gacchati / 
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power); the visva (universe) is the heart; and prthvi (earth) is pair of feet.' This 
passage talks not only about the universal form of Supreme Being but also 
explains one of his epithet ‘Vasudeva’ as detailed in some of the sources like 
Visnu Purana’ which states: He is known as Vasudeva because He dwells in 
everything and everything dwell in Him. In Mahabharata,’ Vasudeva is justified 


to be Visnu. 


Svetasvatara Upanisat asserts that He, who possesses every side a 
number of hands, legs, eyes, heads, faces and ears, remains occupying 
everywhere.’ The same text asserts that such Lord remains in the cavity 


(hrdaya) of every being.” 


Patanjali, the commentator of Mahdbhdsya on Panini’s Satra (1.2.34), 
mentions a temple of Dhanapati, Rama and KeSava where plausibly Balarama 


and Krsna are referred to as Rama and KeSava. 


b. Concept of Icons in Early literature 

As far as the classical literature is concerned, we find earliest reference 
in Ramayana of Valmiki that, after the marriage, the four sons of Dasaratha 
Viz. Rama etc, the newly wedded women worshipped in the temples (devata- 


dyatanani).° The Mahabharata’ describes Narayana, the creator of Brahma, as 


" Mundaka.2.1.4b: 
agnirmirdha caksusi candrasuryau di§ah Srotre vagvivrtasca vedah / 
vayuh prano hrdayam visvamasya padbhyam prthivi hyesa sarvabhiatantaratma // 
’ Visnu purana.1.2.12b: (cf. MSS of BVV, p.56) 
Sarvatrdsau samastam ca vasatyatreti vai yatah / 
tatassa vasudeveti vidvadbhih paripathyate // 
* Mbh (AnusSdsanika): (cf. MSS of BVV, p.56) 
vasudevam tatha visnumatmanaiica tatha viduh / 
samjnabhedaih sa evaikassarvasastrabhisamstutah // 
* Svetasvatara.3.16: 
sarvatah panipadam tatsarvato ’ksisiromukham / 
sarvatah Srutimalloke sarvamavrtya tisthati // 
> Svetasvatara.3.11: 
sarvananasirogrivassarvabhiitaguhasayah / 
sarvavyapi sa bhagavan tasmat sarvagatah sivah // 
° Ramayana. (Bala).77.13: 
devatayatananydsu sarvastah pratyapujayan / 
abhivadyabhivadyamsca sarva rajasutastada // 
’ Mahabharata (Sabha).43.10-14 (Nirnaya Sagar Press Edition, 1906): 
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possessor of thousands of heads, faces, eyes, legs, hands, names, crowns, 
complexions and He is eternal, endless, ancient, omnipresent, omniscient, etc. 
this description is of Narayana in the Visvaripa form. In the Bhagavad Gitd,' it 
is stated the Lord assumes His presence in the forms whatever His devotees 


prefer to worship and He receives whatever they offer. 


In the Adiparvan of Mahabharata, Yudhisthira asks Krsna, “Oh Lord, 
what are the benefits of Vaisnava dharmas and what are they aim at? How are 
you worshipped and what are your manifest forms (for worship)? How do the 


followers of Vaikhdnasa and Pajicardtra speak of you?”? 


A passage Visnu Purana’ describes Visnu, “Oh Lord Purusottama, you 
are in iconic and uniconic form; you are visually not perceivable as well as 
visually perceivable. I bow down to you again and again.” this passage provides 
in nut-shell the very concept of iconic and iconic presence of the Lord. This text 
mentions Visnu to have the eyes like the white lotus (Pundarikaksa) and 


holding sankha, cakra and gada." 


pura narayano devah svayambhuh prapitamahah / 
sahasrasirsah puruso dhruvo’nantah sanatanah // 
sahasrasyah sahasraksah sahasracarano vibhuh / 
sahasrabahuh sarvajnio devo ndmasahasravan // 
sahasramakuto devo visvartipo mahddyutih / 
anekavarna devadiravyaktadvai pare sthitah // 
asrjatsalilam ptirvam sa ca narayanah prabhuh/ 
tatastu bhagavamstoye brahmanamasrjatsvayam // 

' Bhagavad Gita.7.21, 22: 
yo yo yam yam tanum bhaktah sraddhayarcituumicchati / 
tasya tasyacalam Sraddham tameva vidadhamyaham // 
sa tayd Sraddhayd yuktastasyaradhanamihate / 
labhate ca tatah kaman mayaiva vihitan hi tan // 

” MBh. (Adi).104.83: (Nirnaya Sagar Press Edition): 
bhagavan vaisnava dharmah kimphalah kimparayanah / 
katham tvamarcaniyo’si mirtayah kidrsastu te / 
vaikhanasa katham brityuh katham va paticaratrikah // 

: Visnu purana.1.4.24: 
miurtamurtamadrsyanica drsyafica purusottama / 
tatsarvatvam namastubhyam bhityo bhiyo namo namah / 

‘ Visnu puranda.1.4.12b: 
Namaste pundarikaksa sankhacakragadadhara / 
mamuddharasmadyadyatvam tvatto'ham pirvamutthitd // 
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Narasimha Purana’ justifies that the Divine Being in the middle of 
Aditya-mandala is Visnu, possessor of sdnikha, cakra and gada, who is 
worshipped by the divine beings (séri) in japa (recitation) and dhydna 
(contemplation). The text details: Narayana, seated on padmdsana in the 
middle of Savitr-mandala (Stirya-mandala), who has the ornaments viz. keyara, 
makara-kundala, kirita and hara, whose complexion is of golden and holds 


Sankha and cakra, should be meditated upon ever.’ 


One can find a number of descriptions of Visnu also in Smrtis. Visnu 
smrti describes Visnu as: Vasudeva has kirita (crown), kundala (ear-pendants), 
gada (mace), Srivatsa and Vanamila; He is benign (saumya) and holds sankha, 


cakra, gada and padma in his four hands.* 


Samvarta smrti describes Visni in the middle of Aditya-mandala with 
golden complexion.’ Sanaka smrti’ details the same: in the middle of the vast 
stirya-mandala (circle of sun) endowed with thousands of rays and flames, there 
remains cool and soft soma-mandala (circle of moon); within this, agni-mandala 
remains with shining and sparkling sparks of flaming fire; there is seated Visnu 


in sukhdsana style with his form with the dimension of four arigulas; He has 


' Narasimha Purdna.62.16: (cf. MSS of BVV, p.42) 
arcanti stirayo nityam japena ravimandale / 
adityamandale divyam devadevamandmayam / 
sankhacakragadapanim dhyatva visnumupdsate / 
> Narasimha Purdna.62.17: (cf. MSS of BVV, p.42) 
dhyeyassada savitrmandalamadhyavartti nardyanassarasijdsanasannivistah / 
keytiravan makarakundalavan kiriti hari hiranmayavapuh dhrtasankhacakrah // 
* Visnu smrti.97.10: 
bhagavantam vasudevam kiritinam kundalinam gadinam Srivatsankam vanamala- 
vibhisitoraskam saumyartipam caturbhujam sankhacakragadapadmadharam carana- 
madhyagatabhuvam dhydyet / 
* Samvarta smrti (cf. MSS of BVV, p.33) 
adityamandalantastham rukmabham pursam param / 
dhyayejjapettadityetanniskamo mucyate dvija // 
> Sanaka smrti (cf. MSS of BVV, p.33): 
rasmijvalasahasradhyam mandalam vipulam raveh / 
tadantah Ssitalabham tu saumyam somasya mandalam // 
sphuratsphulingamanalajvdlamaldsahasrakam / 
tasya madhye sukhasinam taptahatakasannibham // 
caturangulamatram (angustha) tu sukapatranibhambaram / 
raktanetrambaram raktapanipadanakhamsukam / 
Sankhacakragadapanim Srivatsankitavaksasam / 
evam dhyatva japenmantram sdavitrim niyatah sucih / 


a] 


complexion of molten-gold and adorned with the garments in the colour of 
parrot’s tail (yellow-green); His eyes, palms, feet and nails are red; He holds 


Sankha, cakra and gada in his hands; and his chest is adorned with Srivatsa. 


c. Concept of Icons in Paficardtra Agamas 

The Paficaratra Agamas detail two types of worship i.e. antar-yaga and 
bahir-yaga. Antar-ydga is abstract form i.e. japa (recitation of holy syllables) 
and dhyana (contemplation). Bahir-yaga means the worship in the forms 
visually perceived i.e. mandala (mystic diagram), agni-kunda, kumbha (pitcher) 
and bimba (icon). Of them, bahir-ydaga mainly focuses on the iconic worship. 
Paramesvara samhita’ specifies the purpose of iconic worship as: by both antar- 
yaga and bahir-yaga, the worshipper becomes fit to achieve the Supreme One. 
However, the strong attachment and attraction (vasand etc) to mundane 
materials whatever remains since many births can be removed nullified only by 


the bahir-ydga mainly iconic worship. 


Sriprasna samhita’ provides the information about the easy accessibility 
of iconic worship: the yoga, the means of attaining Him, is hard to achieve and 
it consists of plenty of obstacles; the humans, subject to self-problems such as 
anger, and enmity do not want to enter into this path which takes a quite a long 
time, the solution is provided there itself; Narayana remains in the icon created 


and installed in a temple which is equal to His abode Vaikuntha in the holy 


' Paramesvara.6.4-6: 
bahyottha vasana vipra bahujanmarjita drdha / 
lolikrto’nayd hyatma suddho’suddhasvarupaya // 
ya mantravisayda Suddha kriydsantasvartipadd / 
samutthanavinasartham tasyah samparikirtita // 
sa bahyabhyamantarabhyam ca kriyabhyam tanmayo bhavet / 
drdhotthavasandndm ca tanavam syacchanath sanaih // 
? Sriprasna.4.1-4a: 
tvaya prokto yogasaro durlabharthasya sadhakah / 
tathapyetesu yogesu vighndn bahuvidhan hare / 
anekakalasddhydsca tesu ko va pravartate / 
prayena jantavo loke kamakrodhaparayanah // 
tasmadimam parityajya margam loke hitaya vai / 
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places; if one worships His icon in the temple or house, He remain with Sri and 


offers whatever His devotee desire.! 


Pauskara samhita’ enlightens as: for the benefit of the people of both 
who expect any return or otherwise, the Supreme One enters in every temple 


and He remains well in every icons. 


Naradiya samhita’ informs about the benefit (phalasruti) of installation 
of icon is: one who installs (or donates) the icon of Visnu will posses his 
undecaying worlds for life; and the benefit is beyond the description even for 


the period of thousands and thousands of years. 


According to the Paramesvara samhita, an icon made of materials like 
metal and stone and possessing all attributes and characteristics is meant for the 
achievement of the self. The icon must possess pleasant attitude, good face, 
good sight, good chin, all good limbs and the appearance must be 


smiling/benign, thus states Naradiya samhita? 


' Sriprasna.4.7b-11: 
niskamo va sakamo va vaikuntopamamandiram // 
punyaksetre pura krtva tvaya saha sumadhyame / 
arcaripam pancaratravidhina sarvakamadam / 
mantramurtim pratisthapya mandirantargatam harim / 
tacchastroktam pura diksam krtva desikasattamah // 
pujayedyadi madbimbam vedaveddngaparagah / 
grhe vapi pratisthapya nityam pijayate yadi // 
aham tadbimbamavisya bhaktanamistasadhakah / 
tvaya saha bhavisyami natra sandeha astu te // 

* Pauskara.36.80: 
phalakamaphalepstinam niskamanam hi pauskara/ 
sarvayatanago devah sarvamirtisvavasthitah // 

* Naradiya.13.174-175: 
evamvidha dvijasrestha visnoradbhudakarmanah / 
pratima sthapita yena tasya lokah sadaksayah // 
na maya varnitum Sakyam varsdyutaSatairapi / 
esa sadharana prokta pratima purusakrtih // 

‘ Paramesvara.6.26: 
sarvopakaranopetam sarvalaksanasamyutam / 

, pratimam dhatupasananirmitamatmasiddhaye // 

” Naradiya.13.173: 
suprasanna suvaktra ca sudrstih sukapolaka / 
sarvavayavasampurna hasantiva subheksana // 
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Regarding the material for the icons and the temples, Sriprasna samhita' 
speaks of the different temples and icons: all beings from the divinities to 
humans pray to Narayana in the form of icon and they create temples according 
to their level; the divinities (deva) want the temple in good places and the 
siddhas on the peak of hills; Visvakarma, the celestial architect, creates golden 
temples in the worlds of devas for the benefit of the devas; he creates temples 
for also the siddhas. The great sages create temples in the forests out of stone; 
and the humans create the temples in the villages and towns using baked bricks 


(pakva-istaka) and stone. 


d. Concept of Icons in Vaikhdnasa Agamas 

Both the eyes and the mind are delighted through the worship of the 
icons and remembrance of the Lord.’ Kasyapa highlights the value of visual 
perception in the form of icon: even the deities like Brahma who cannot 
perceive the full form of Visnu draw His form in their minds with the help of 
the brush in the form of bhakti and, later on, they perceive Him and meditate 


upon Him.’ ; 


' Sriprasna.5.3b-7: 
deva maharsayah siddhah manusyascarcitum rame // 
prarthayisyanti mam devi bimbartipinamadbhutam / 
madarthamdlayam capi tasya tasyanurtipatah // 
devah sattvikadesesu siddhah parvatamirdhani/ 
devanam devalokesu mandiram kanakddibhih // 
visvakarma kalpayati siddhanamapi calayam / 
maharsayastvaranyesu tapasa ca silamayaih // 
kalpayantyalayam devi manuja gramapattane / 
pakvestakasilabhisca racayanti ca Silpibhih // 

” KIK.1, p.3: 
samurte caksurmanasoh pritih sada samsmrtisca / tabhyam bhaktisraddhe syatam / 
Sraddhabhaktiyutasyaiva sarvasamsiddhih / 

KRA.1.13-14a: 

caksusah pritikarananmanaso hrdayasya ca/ 
pritya sahjayate bhaktirbhaktasya sulabho harih // 
lasmattrayanametesam berapiijd visisyate / 

* KJK.S1, p.91: 
brahmaddayo’pi _tadriipalaksananiscayam —_jndtumasaktdscittabhitau _tadriipam 
bhaktitilikaya sankalpya varnairdlikhydlokayanti / tasmadbhaktireva kdranam / 
tatrato’ bhiksnadarsanayogyam tat bhagavadrtipam kalpayet / 
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Worship in iconic form (arca) is the easiest form of Visnu to please and 
to satisfy the devotees. The Lord, out of compassion, resides in the icon, karca 
(made of darbha grass) and water (in the pitcher) and receives the worship of 


the ardent devotees, states Atri.’ 


Of the four modes of Visnu’s worship viz. japa (practice of mantras), 
huta (sacrificial rituals in fire), dhyana (contemplation through astdnga-yoga) 
and arcana (iconic worship), the arcana yields all the results, thus advocates 


2 
Marici.~ 


The Supreme One Visnu is worshipped in two modes i.e. amirtia 
(uniconic in fire) and samarta (iconic).’ The samarta (iconic) worship is greater 
than amarta (uniconic) worship. The amarta worship, concerned with only the 
yajamana (performer), cannot survive in the absence of the doer, and, 
therefore, all efforts become vain. Samiurta (iconic) worship continues for 
generations even after the doer perishes. Therefore, the iconic worship is 


preferred." 


' SAA.31.66b-67a: 
mantrairavahite deve sthale ktirce jale’thava // 
bhaktanukampaya sthitva pujam grhnati pujitah / 
> VAK.9S, p.508-509: 
atha bhagavatsamasrayanam caturvidham bhavati (samaradhanamityamananti) japa- 
hutarcanadhyanamiti / ... pratimadisu pujayet tadarcanam / ... tesvarcanam sarvartha- 
sddhanam syat/ 
> KJK.A, p.3: 
dvividham tadarcanamakhydtam amtrtam samiurtaficeti / taditthamagnau hutama- 
murtam samurtam tadbimbe’rcanam / 
SAA.1.28b-29a: 
amurteti samiurteti dvividha sarcana mata // 
amurtagnyahuth prokta samurta pratimarcana / 
YAJ.1.10: 
tadarcanam dvidha proktamamtrtam ca samurtakam / 
agnau hutamamirtam syatsamurtam berapttjanam // 
‘ KJK.A, p.3: 
alaye  samiurtarcanam — balyutsavddyupacdrayogat samptrnam /  yajamana- 
bhave’ pyavicchedannityanica / 
KLA.1,30b-31a: 
atraiva sakalikrtya visnumarddhayanti ye // 
te labdhasarvakamasca tato muktim samapnuyuh / 
KRA.1.15: 
balyutsavadibhirdivyaih purnatvatsarvavigrahaih / 
pramite yajamane’pi tvavicchinnapravartanat // 
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Agnihotra (agni-aradhana) is admissible to the dvijas (twice-born) 
whereas iconic worship is meant for also to ones ineligible for agni-kdrya. Five 
iconic forms of Visnu in the temple are equal to five types of agni (fire) meant 
for daily worship.’ The three types of icons installed in the sanctum represent 


Tretagni (three-fold fire) of the domestic purpose.” 


Kasyapa asserts that one who is the yajamdana (donor) of any of the five 
ie. temple, dhruva-bera, kautuka-bera, consecration of icons and renovation, 
gets the status of Visnu and gets established in the world of Visnu i.e. Moksa;? 
such person casts off his mundane body in the world, gets a divine form with 
four arms holding cakra and sankha, gets the complexion of Syamala, is adorned 
with Srivatsa, mounts on Vainateya (Garuda) and reaches the world of Visnu, 


from where no one returns.* 


All aforementioned passages right from the time of Vedas do have 
iconographical details of Visnu/Narayana, more or less, and they have paved 
the way of the development of Vaisnava iconography. The Vaisnava Agamas, 
both Pdficardtra and Vaikhdanasa, did not commence the iconographical 


concepts but they systematically sustained the earlier concepts of iconography 


VAK.1, p.5: 
tadaraddhanam_~ = dvividham = - amiurtam  samirtamiti agnau — hutamamirtam 
pratimaradhanam samirtam, tacchrestham yajamanabhave' pi avicchinnam bhavati / 
¥AJ1.11: 

amiurtam yajamanasya hyabhave ca vinasyati / 
acchinnam Sa$vatam nityam pratimadradhanam param // 

" VAS.3.176b-177a: 
visnum ca purusam satyamacyutam caniruddhakam // 
tathava pancadha vahnim suddhim caiva tu paticamam / 

? PRA.25.107: 
grhe tretagnivannityam praniydropanam vind / 
snapanotsavabhede tu kautukena dinam dinam // 

* KJK.20, p.37: 
vimanamahdaberakautukabimbasthapananavakarmakartarah pajicaite visnuripadhara 
visnuloke pratisthitah / 

* KJK.20, p.37: 
pratisthite tyaktva kalevaram sadyah sankhacakradharah syamalangascaturbhujah 
Srivatsavaksah  bhutva  vainateyabhujamartidhah — sarvadevanamskrtah — sarvan 
lokanatityasan visnoh sayujyamapnuyat / anyalokagatassarve punaravartinah visnu- 
lokagatanam nastyavrttih / 
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and they still remain as canonical treatises so that utmost care is taken also 


based on the religious and philosophical aspects. 


3.7. Treatises under study 
Vaikhanasa works consulted in the study of the icons of Visnu are — 
Kasyapa-Jndanakanda, Khiladhikara, Kriyadhikara, Prakirnadhikara, 


Vasadhikara, Yajnadhikara, Samartarcanadhikarana and Vimanarcanakalpa. 


Paficaratra treatises consulted are - Satvata samhita, Pauskara samhita, 
Padma samhita, Isvara samhita, Paramesvara samhita, Parama samhita, 


Naradiya samhita, Sriprasna samhita, and so on. 


Following the instruction of the Agamic treatises that the treatises on 
Silpasastra (sculpture) and Vdstusdstra (architecture) should be consulted to 
understand and interpret many technical terms, the study includes some other 
works such as_ Brahmiya-citrakarmasdstra, Sdrasvatiya-citrakarmasastra, 
Kasyapasilpasastra, Sakaladhikara, Silparatna and Manasollasa 


(Abhilasitarthacintamani) and Samardanganasutradhara. 
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CHAPTER IV 


AGAMAS: ICONOMETRY AND MATERIALS 


4.1. Terminology 


The treatises of both the Pdficardtra and Vaikhanasa Agamas extensively 
deal with the technical features on temple art and architecture. Sometimes, they 
detail certain stance or pose but do not mention the technical term; the same 
way, they do mention the technical term but hardly describe them. For instance, 
the Padma samhitd, a detailed work of Paficaratra tradition, describe the hand 
holding the attributes cakra and sankha.' The hand-pose is obviously 
kartarimukha but the term ‘kartarimukha’ is not found therein in the particular 
context. The term ‘katyavalambita’ (kati-hasta or dru-hasta) is found in the 


texts but details are not provided. 


Both the Vaisnava Agamic traditions commend: a Silpin (sculptor), 
sthapati (architect) and dcdrya (preceptor), while proposing to create an icon or 
temple, should decide many things following the norms of technical sciences 
(Sastras) thoughtfully and skillfully. Perhaps, the Agamic traditions, high 
authority on temple art and religio-spiritual aspects, provide additional 
guidelines in order to achieve the high perfection based on the religious and 


spiritual injunctions. 


' Padma (Kriya). 20.82, 84, 89: 
katisprsam karam kurydt prasavyam gadaya vind / 
uddhredbahusimantamirdhvahastau dhrtayusau // 
tirdhve hastadvaydngusthe sahandmikaya natam/ 
tarjanimadhyamabhyam tu dharayantam (dharyam cakram) tathambujam // 
pradaksinavartayutam jvalagram sankhacakrayoh / 
keSdntena samam yadva netrasitrena tatsamam // 
The various reading ‘dharyam cakram’ for ‘dharayantam’ is apt here. 


Therefore, in order to study and understand the iconography of the 
Vaisnava Agamas, is inevitable to consult the treatises on dance (ndtya-Sastra), 


sculpture (Si/pa-sdstra) and architecture (sthapatya or vdstu-Sastra). 


As far as the definitions and application of some terms, especially in case 
of iconometry, one should also consider the icon with reference to the time of 
its creation. That is why the treatises offer a little liberty to the sculptor that the 
difference of measurement may be upto four yavas.' It is well observed, “There 
are some terms to be defined with reference to context, based on grammatical 
aspects of the language and modes of interpretation. For instance, one can take 
the phrase ‘vrksadanddayudha’, a compounded phrase of three words, vrksa 
(tree), danda (trunk or club) and dyudha (weapon). In this phrase of bahuvrihi 
compound, the word dyudha is common one. The words vrksa and danda can 
be taken as two different objects resulting in two different attributes (a@yudha), 
In case the term ‘vrksa’ is taken as an adjective qualifying ‘danda’ meaning 
‘trunk of tree’, the attribute is one with ‘weapon in the form of tree-trunk’. The 
term ‘danda’ is sometimes taken to mean the attribute gadd. As the phrase is 
adjective qualifying the demons Madhu and Kaitabha, both the meanings are 
applicable. For, the powerful demons are described to use anything as their 
weapon. In the sculptural panel of Anantasayin, it appears better if these two 
demons are depicted with club (gada or danda) rather a huge trunk of the tree, 


balancing the aesthetic appearance of the panel.” 


Obviously, it is essential to discuss and define the technical terms found 
in the Vaikhanasa and P@jficardtra treatises with the help of other earlier and 
contemporary works on art and architecture and performing arts as well. The 
terms in major classifications are the mudrd or hasta (hand gestures), pitha 
(pedestals), dsana and sthana (postures), @yudha (attributes or weapons), vastra 
(garments), makuta (crowns), kesa-bandha (hair-styles) and dabharana 


(ornaments). 


" Yava is a small unit that is 1/8 of an avigula. 
? K.K.C. Lakshmi Narasimhan, op. cit., pp.24-25. 
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Some of the non-dgamic technical treatises referred here are - Brahmiya- 
citrakarmasastra, Sdrasvatiya-citrakarmasastra, Sakaladhikara, Kasyapasilpa 
and Mayamata as well as the treatises on dance (nrtta-Sdstra). 
Visnudharmottarapurana asserts that the physical features and expressions such 
as glances, hastas / mudrds, postures and poses are same in both the Silpasastra 


and ndtya-sastra.' 


4.1.1. Hasta and mudrd (hand gestures) 

The Vaisnava Agamic treatises mention a number of hastas and mudras 
related to the iconic representation of Visnu. However, in the study of the 
metal icons of Visnu deposited in the Museum, only the mudras and hastas 
(hand-poses) used in the icons alone are described here with reference to 


Agamic prescriptions. 


The hand gestures are called invariably as mudrd or hasta. The hand- 
gestures called hasta or mudra symbolizes some meaning and they play an 


important role in sculptures as well as dancing and rituals. 


The hastas or mudrds found in the Pdaficaratra texts are two types — a) 
used for ritualistic purposes and b) applied in the iconography. The former is 
meant for the invocation of the divinities and invocation of the special features 
in the divine forms both manifest (iconic representation) and unmanifest 
(pitcher, diagram, and fire altar). The latter is of three types — a) to convey 
some meaning, b) functional (holding attribute), and, c) for beautification and 


aesthetic balance. 


Regarding the clarification of the terms hasta and mudra, Banerjea 
observes, “The technical term, used in the texts to denote these poses, is mudra; 


sometimes the word hasta is also used to denote one or other of these hand- 


' VDP.II1.35.5b-7a. 
yatha nrtte tatha citre trailokyanukrtissmrta/ 
drstayasca tatha bhava angopdngani sarvasah / 
karandsca ye mata nrtte pirvokta nrpasattama / 
la eva Citre vijheyd nrttam citram param matam / 
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poses. The latter is generally used in cases where the whole of the arm along 
with the hand is shown in a particular pose (cf. dandahasta, gajahasta, katihasta, 
etc.), while the former usually denotes the peculiar posture in which the palm 
with the fingers is shown (cf. jAdnamudra, cinmudra or vyakhyanamudra, yoga- 
or dhyana-mudra, etc.). It must be observed, however, that sometimes, though 
comparatively rarely, both the terms are used in the texts to signify particular 
hand-poses; thus, in iconographic parlance, abhaya-mudra and abhaya-hasta 


and varada-mudra and varada-hasta are equally appropriate.” ' 


There are some terms used in Vaikhanasa texts indicating two or more 
definitions. For instance, the word danda-hasta means both ‘the hand in a 
specific gesture’ as well as ‘the hand holding a gada (club)’. Such definitions 
must be taken by the silpdcarya or sthapati with reference to context. One can 
safely conclude that the term hasta may mean both a functional gesture holding 
any attribute/weapon (dyudha) as well as signifying certain meaning whereas 
the term mudrd means signifying different meanings like fearlessness, charity 


etc. 


The Vaisnava Agamic treatises refer to two types of hastas or mudras 
viz. samyuta (combined) i.e. using both the hands and asamyuta i.e. using one 
hand. One can find a number of hand gestures in these texts out of the well- 
known thirty-two major hand poses, twelve hand movements and twenty-four 
combined hand poses. The hand poses are classified as functional i.e. holding 
any attribute or conveying some significant meaning. The gestures like abhaya, 
varada and dana etc. convey some special meaning whereas the hand gestures 
like kartarimukha and kataka hold the attributes. The hand gestures like dola- 
hasta beautify or to balance the icon or the posture. In the icon in one of the 
three sthitakufcita’ stances, the hand hangs along the body to balance the icon 


as well as to add aesthetic appearance. 


' J.N. Banerjea, DHI, p.246-247. 
? K.K.C. Lakshmi Narasimhan, op. cit., p.34: 
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The treatises of Vaisnava Agamas prescribe a variety of such mudras 
but they hardly describe them. However, the sections on iconometry in these 
works clearly prescribe the distance of placement of the mudrda/hasta with 
reference to the brahma-siira (middle plumb-line) or any relevant part of the 


body of the icon. 


The study of the hastas and mudrds are confined to the metal icons of 
the Government Museum, Chennai are taken here for detailed research, In 
such, the relevant mudras are abhaya, varada, dana, kataka, simhakarna, 
Ghityavarada, katinyasta (katyavalambita, katydlambita and _ katihasta), 


kartarimukha, druhasta, afijali, iru-hasta and pallava. 


Abhaya-hasta conveys fearlessness and benign 
concept. This symbolizes the assurance of 
fearlessness, tranquillity and protection given by the 
deity to his worshipper. This hand pose is very 
common in the icons of Indian deities. The right 
hand, displayed palm outward with the fingers raised, 
remains turned towards the onlooker. This is mainly 
on the lower right hand. This pose is also referred to 


as pataka-hasta in. The Padma samhita' states that 


Fig.9. Abhaya-hast 
the tip of the middle finger must be to the level of . ae 


stanasitra with the distance of 12 angulas from the breast-nut (stana-cicuka). A 


lotus stem should be present between the angustha and tarjani. According to 


“There are found three types of sthanaka postures with reference to the flexions of the 
parts of the body. This is known as bhanga, based on the loss of height in the sense of lowering 
it on vertical plane, resulting from keeping the legs at three different distances in which also the 
head and other parts of the body are naturally deviated sideward from the brahma-sutra 
(middle plumb-line). They are abhariga, samabhanga and atibhanga in which the natamdana (loss 
of height vertically) is three, four and five arigulas respectively. In sthita-kufcita pose, one foot 
is planted straightly and firmly on the pedestal and another foot is placed on the pedestal with a 
slight bend at the knee hence the name.” 

' Padma (Kriya).20.77-78: 

abhitido va varado mukhyo vametarah karah/ 

stanasttrasamam karyam angulyagram karasya tu // 

tayorbhavedantardlam dvadasangulamabjaja/ 

angusthatarjanimadhye sanalam kamalam bhavet // 
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Pafcaratra concept the sankha and cakra are held in upper hands, the gada is 
held in the lower left hand and another important attribute padma is to be held 
in the lower right hand. Obviously this samhita specifies both abhaya and lotus 
together to accommodate both the concepts, i.e., abhaya-mudra for fearlessness 
and padma for which is mandatory in Pdficardtra concept. Insertion of the lotus 
stem in the abhaya-hasta without disturbing the position of abhaya-hasta 
portrays the skill of the sculptor besides expressing aesthetic beauty and benign 
(saumya) nature of the deity. This can be noticed in the icons of Government 


Museum, Chennai (Accn.Nos.4, 7, 97/48 and 625/68) 


According to Vimdndarcandkalpa' of Marici, in the abhaya-hasta, the tip 
of the middle finger must be at the level of breast nut of the icon at the distance 
of thirteen argulas. Sdrasvatiyacitrakarmasastra” an authentic silpa treatise, 
also speaks of the same distance. Moreover, this text prescribes:* “The middle 
line (madhya-rekha) of the palm must be at the distance from madhya-sitra by 
thirteen to seventeen arigulas. The middle of elbow must be at the distance of 
16 to 18 angulas from the madhya-siira. The elbow must be at 5% or 6 angulas 


from the side of body at sroni level.” * 


Pataka-hasta is almost same as abhaya-mudra but the hand kept away 
horizontally. Walker describes ‘the open palm upright, usually facing the 
spectator, fingers close together and pointing upward, thumb slightly bent 
inwards to touch the lower side of the forefinger.” (Accn. Nos.449/60 and 
500/65). In some of the icons of the Museum, this hand is found treated as 


abhaya-mudra and the lotus stem with small bud is inserted (Accn. No.3). 


' VAK.22, p.160: 
abhayahastasya madhydngulaccacukantam trayodasangulam 
This is applicable for the icon in samapdda-sthanaka. 
* $CS.14.31a. 
* SCS.14.29b-30; SCS.15.50-51 
*K.K.C. Lakshmi Narasimhan, op. cit., p.36. 
> Benjamin Walker, Hindu world, Vol.II p.86 
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Varada-mudra is like abhaya-mudra but 
turned downward hanging loose, _ signifying 
benevolent nature of the deities’ charity. Padma 
samhita' uniquely prescribes that a lotus should be 
drawn on the palm. This mudra which is normal on 
the lower left hand is mentioned on the lower right 


hand in place of abhaya-hasta or svagata-hasta. 


The fingers may remain half closed. In 

general, this hand gesture is prescribed on the ae eee 

lower left hand parallel to the lower right hand especially bearing abhaya-hasta 
to balance both sides of the body of the icon (Acen. No.14). The pair of abhaya 
and varada is less found in icons comparable to the pair of abhaya - 
ahayavarada (Accn. Nos.15, 57/39, 371/55, 571/66 and 1888/96), abhaya- 
katyavalambita (Accn. Nos.26, 109/49, 328/55, 473/52, 553/55 and 569/66). In 
some icons, varada-mudrd is also held in the lower right hand. This is one of the 
common hand gestures shown almost in all icons of the deities in Indian 
religions. This hand pose may be on any side but obviously the lower hand. 
Walker observes that the pataka with the hand pointing downwards, palms 
towards the spectator, fingers stretched and sloping downwards as if offering 
something is the varada, signifies the bestowing of gifts. According to 
Vimanarcanakalpa,’ the tip of middle finger of left hand must be at the distance 
of six arigulas from medhra. The Sdrasvatiyacitrakarmasastra’ prescribe the 


same distance, with the position of tip of the middle finger at the lower level of 


' Padma (Kriya).20.79a: 
varade kamalakaram likhet karatalodare | 
” Naradiya.13.181b: 
angusthatarjanimadhye kamalam subhamunmukham / 
* VAK.22, p.160: 
vamahastasya madhyamangulanmedhrantaram sadangulam 
* $CS.14.34a. 
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Sroni,. The same text asserts that the edge of manibandha (prstha) must be at 


navel level if this gesture is on the left side.' 


Dana-hasta, indicating charity, resembles varada-hasta but normally in 
the lower right hand in place of abhaya-hasta. It slightly differs from varada- 
hasta in inter-space (upamana) and description. Liebert observes, ‘the hand in 
this pose hangs lose, the palm outwards with all the fingers outstretched; the 
hand may also be half closed’, This gesture is common generally on the lower 


right hand in southern part of Tamil Nadu (Acen. Nos.26, 1241/87 and 1472/88). 


Kataka-hasta resembles almost the side part of crab. This is a common 
pose in the sculptures of female deities like Sridevi and Bhidevi holding flower 
in it. In this gesture, the top of fist must be at the level of breast-nut of the deity 
in case the hand is in a position to hold any object like flower. In the icon of 
Visnu, this gesture the lower hand almost parallel to abhaya or varada held in 
other lower hand (Accn. Nos. 5/01, 459/61, 554/66 and 555/66). According to 
Kasyapasilpasastra, in kataka pose, all the fingers, right from little finger to 
index finger, remain bent and the thumb is bent a little. As per 
SadrasvatiyacitrakarmaSastra, in the seated icon, the wrist must be at the 
distance of four or five angulas from the mid-thigh; 
in such gesture, the wrist must be at the level of 


upper part of hip (kati)’. 


This kataka-hasta is prescribed in different 
positions for different icons in Vaisnava Agamic 


treatises. In the icon of Rajagopala, the kafaka- 


hasta is near the hip which holds kridayasti 
(sportive staff).° In the icon of Sita, as per Marici, Fig.11. Kataka-hasta 


' §CS.15.48a. 
> KSS.64.12b-13a. 
3 §CS.14.36b. 
* §CS.14.33. 
> PRA,.16.12b: 
daksinam katakam hastam kriddyastisamanvitam // 


| 


the upper tip of the kafaka must be to the level of breast-nut (stana-aksa); the 
distance between wrist (manibandha) and nabhi is 13% angulas; and, the 
distance between the side of the body and the middle of the arm is seven 
angulas.' In the icon of Rama, the right hand with kataka holding the arrow 
remains at the level of medhra-sitra.’ In the icon of Balarama, the left hand 
with this gesture holding the attribute hala (plough) remains at the level of 
bahu-sitra; and, the right hand with this gesture holding musala (pestle) is at 
the height of sroni-satra.* 


In  simhakarna-mudrd, according _ to 


4 


Kasyapasilpasdastra,, the middle finger remains 


bent and reaches the middle of the palm; the ring 
finger is half-bent; and other fingers are slightly 
bent. In general, this gesture, especially the index 
finger and little finger, resembles the lion’s ear. As 
per Liebert, this mudrd resembling the lion’s ear 


signifies the hand pose of the right hand having 


just released the bowstring when shooting-off an Fig. 12. Sinthakarna 


arrow, this pose being very similar to that of 
holding a flower in kataka-mudra.° Gopinatha Rao holds that both kataka and 
simhakarna gestures are identical.° However, the simhakarna-mudra differs 


from kataka-mudra with reference to the position of the fingers. 


' VAK.58 p.377: 
katakagrasyotsedham —standksasamam = nabhermanibandhantaram __ sdardhatrayo- 
dasangulam parsvamadhyabahvantaram saptangulam (sita’s) 

> VAS.20.33b: 
vame dhanuskaram caiva daksine sayakottamam / 
sttramedhrasamam banam katakam hastamacaret // 

* VAS.21.7-8a: 
musalam daksine haste dharinam vamake halam / 
Sronisutrasamenaiva mustina musalam dhrdham // 
stitrabahusamam kurydddhalam vame tathaiva ca / 

* KSS.64,13b-14a. 

> Liebert, op. cit., p.270 

° T.A. Gopinatha Rao, EHI, Vol. I pt.1 p.15. 
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Ahiya-varada-hasta almost resembles the simhakarna-mudra. This 
gesture indicates both the invitation (ahvana) and charity (varada). Liebert! 
states that this resembles kataka-mudra but which displays a quarter of the 
degree of turning shown therein so that the upper side of the hand is turned 
upwards. Thus, it has much the same meaning as the varada-mudra, though not 
resembling that hand pose. This gesture is found in the sculptures of South 
India alone. The hand is displayed palm outward, turned towards the 
worshipper with the fingers raised. In many icons, this gesture is shown on the 
left side, balancing abhaya-mudra on the right. This is typical in south Indian 
sculptures especially of Pallavas and their contemporaries viz. Pandyas, 


Muttaraiyars and Atiyas. 


Kartarimukha-hasta is a unique hand posture in 
upper hands in four or multi-armed icons have this h 
attributes. The Vaisnava Agamas do not mention thi 
However, the silpa treatises mention this. In Ndtya-s 
resembling the pair of scissors or cutting tool signifies 
samhita’ and Naradiya samhita,’ while describing pos 


cakra on the upper hands, detail this gesture: angusth 


13. i 
(ring finger) must be bent and brought together. Ta ES Sareea 


madhyama (middle finger) combined together hold together the sankha and 
cakra. In this the upper part should be raised to the shoulder level. In such, the 
tip of the flame of the sankha and cakra must be to the level of kesdnta 


(hairline) or netrasitra (eye-line). Kasyapasilpasastra* prescribes that the ring 


' Liebert, op. cit. p.7. 

> Padma (Kriya).20.82, 84, 89: 
katisprsam karam kuryat prasavyam gadayd vind / 
uddhredbahusimantamurdhvahastau dhrtayusau // 
tirdhve hastadvaydngusthe sahanadmikayd natam / 
tarjanimadhyamabhyam tu dharayantam tathambujam // 
pradaksinavartayutam jvalagram sankhacakrayoh / 
keSdntena samam yadvd netrasitrena tatsamam // 

* Naradiya.13,179b-180a: 
tarjanimadhyamamadhye kuryaccakram susobhanam // 
sankham tathavidhe vame jvalanekasamnvitam / 

* KSS.64.15-16a. 
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finger and the thumb remain bent touching each other and press against the 
palm of the hand. The little finger is slightly bent. The index and middle fingers 
are stretched upwards, holding an attribute between the index and middle 
fingers in which index and ring fingers resemble open pair (mouth) of scissors 
(kartari). Generally, the backhands are represented with this gesture holding 
any attributes like cakra, sankha, parasu, padma, kamandalu, etc. in this hand 
gesture.' In this gesture the tip of the middle finger stretched upward should be 
equal to the level of hikka-siitra. The distance between the manibandha (wrist) 
and the outer side of the upper part of arm is eight angulas; the distance 
between usnisa and Sankha/cakra is twelve angulas, and the elbow must be at 
the distance of six arigulas from the side part of mid-belly (madhya-udara), thus 


Marici’ defines the position of the hand with kartarimukha. 


Kartarimukha-hasta is found created in different types in the icons taken 
under study. The treatises describe the kartarimukha, but they do not mention 
which side the palm should be turned to, In some icons, the palm faces the 
onlooker and in some, the palm is turned sidewise. One may feel the placement 
of prayoga-cakra on the fingers is the plausible reason (Accn. No.917/78). 
However, normal cakra is found in the kartarimukha with palm turned 
sidewise. In few icons, the hand bears kartarimukha but Sankha and cakra are 
held in the fingers rather placed on the tip of tarjani and madhyama (Accn. 
Nos.20 and 17). In the icon of Visnu from Olayakkunnam (Accn. No.503/65), 
the kartarimukha is differently used in which the Sanikha and cakra appear as if 
they are placed on andmika and tarjani. In the icon of Visnu from 
Mangammalpuram (Accn. No.554/66), all the three fingers kanistika, andmika 
and madhyamd are bent, tarjani is straight and the flame of cakra remains 


between the farjani and angustha. In the icon of Palani (Accn. No. 94-5/48), the 


' According to Kasyapa-silpasastra (64.16b), the elbow must be near the side of Sroni at the 
distance of five to seven arigulas. 
? VAK.22 p.160: 
parabhujasya manibandhantaramastangulam —usnisasankhacakrantaram = mukham 
madhyodarat kurparantam sadangulam 
As per Sdarasvatiya-citrakarmasastra (14.37b-39a), the distance may be 8 or 10 angulas. 
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palm of the kartarimukha faces upwards, probably to adjust the pallava-mudra 


in lower right hand holding a lotus. In the icon of Avidi (Accn. No. 83/44), the 


kartarimukha is created in a natural way i.e. the combination of kartarimukha 


and three fingers to hold the stem of the sankha and cakra as if holding the 


stem of lotus. 


Katihasta is generally known as_ katiga, 
katistha, katisamsthita katyalambana and 
katyavalambita. The hand remains bent a little at 
the elbow and placed on the upper part of the 
waist. This gesture is generally found on the lower 
left hand. Padma samhita' prescribes, while 
holding gada; the hand should be two angulas away 
from the hip of the icon. According to Ndradiya 
samhita, the palm of the hand holding gada must be 


to the level of katisiitra.’ In the absence of gadd, the 


\ \ 


Fig.14. Kati-hasta 


hand remains touching the hip* or it may be katydlambana.* The kativastra 


touching the hip in the movable icon (jangama arca) is specially meant for 


mundane (aihika) results.” 


Uru-hasta and arupratisthita seems to be same as the above but it slightly 


differs by placement of hand. According to Ndradiya samhita, the front part of 


the hand and fingers must be depicted as if in movement.° It is observed, “In 


this, the hand is let down with ease along the side of body and the hand is made 


' Padma (Kriyd).20.81b: 
katiprasavyam karayorantaram dvyangulam bhavet // 
* Naradiya.13.182b: 
kuryadvamatalam mukhyam katisttravadhau sthitam / 
* Padma (Kriyd).20.82a: 
katisprsam karam kuryat prasavyam gadaya vind / 
‘ Naradiya.13.183a: 
athava katimalambya tam vihaya sthitam tu va/ 
> Naradiya.13.184: 
kincdtra jangamarcayam katilagnakare sthitam / 
visesatassakamdnam aihikadnamapeksayad // 
® Naradiya.13.183b: 


sarvam savibhramam karyam kardgram sanguliyakam // 
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to rest on the loin or thigh. However, in the seated 
icon, the hand is bent at elbow. The hand holds the 
attribute gada (club) or it bears alapadma-mudra in 
which the palm turned downwards remains very 
close to the thigh.” Another  silpa text 
Sakaladhikara asserts that the palm must be along 
the thigh in which the tip of the middle finger 


remains equal to the edge of medhra.’ 


Fig.15. Uru-hasta 


Afjali-mudraé — signifies salutation and 
adoration. In this samyuta hand-pose the open hands are placed side-by-side 
and slightly hollowed with the hands are clasped together with the palms 
touching together. Afijali-mudra held close to the chest is called hrdaya-ajijali 
(Acen. No.503/65). 


Pallava-mudrda resembles dddna-hasta in which the palm and fingers are 
slightly bent and the palm faces upward. If the fingers are let loose, it appears 
to be alapallava-mudra. In the icon of Olayakunnam (Accn. No.503/65) and of 
Palani (Accn. No. 94-5/48), this hand is used to hold the lotus. 


4.1.2. Asanas (Postures and stances) 

The treatises of Vaisnava Agamas while detailing the icons of divinities 
mention a number of (postures) dsanas and stances such as sukhdsana, 
padmdsana,  svastikdsana,  virdsana,  utkatikasana, prasdrdsana_— and 
ekajanukrama in seated postures; and the standing stances are 
samapdadasthanaka, tirdhvajanu, svastika and sthitakuficita in three types of 
bhangas viz. dbhanga, samabhanga and atibhanga. However, the present study 
here is confined to sukhdsana, padmdasana and lalitasana in seated icons and 


samapadasthanaka and sthitakufcita in standing icons. 


- 'K.K.C. Lakshmi Narasimhan, op. cit., pp.39-40. 
” SKL.8.274. 
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Sukhasana, signifying any comfortable 
seated position is common in the icons of high 
grade. In this the divinity is depicted in sitting 
posture on a pedestal (pitha) with one of the 
legs resting flat on the seat while another is let 


down. 


This pose may be taken as rajalilasana 


or /alitasana with one leg resting flat on the 
seat and another knee is raised upwards from Fig.16. Sukhasana 
it and the right arm, as danda-hasta or gaja-hasta, is stretched out and is placed 


on the raised knee. 


Lalitasana indicates very flexible and comfortable seated posture. In 
this dsana one leg rests on the seat and another knee is raised upwards and the 
foot is placed on the pedestal properly. This dsana is normally meant for the 
icons of Gajanana and bhitagana whose tdlamana is less than seven. The icon 
of Visnu from Olayakunnam = (Accn. 


No.503/65) is a rare specimen with /alitasana. 


Padmasana is a sitting position in which 
the legs are crossed with the soles of the both 
feet turned upward and resting on the opposite 
thighs. Sri in the form of Yogalaksmi_ or 


Srivatsa, is described in this posture, according 


to the Vaisnava Agamas. This posture is 
applicable for Sri installed in the parivara- Fig.17. Padmasana 

alaya in the Visnu temples. This denotes deep meditation and concentration. 
This pose is prescribed for the icons of subordinate or accompanying divinities 
to be depicted in worshipping attitude (Accn. No.503/65). In ardhapadmdasana 


posture, the folded legs are placed one above the other. 


Samapddasthanaka stance indicates calmness and majesty. The terms 


‘sama’, ‘pada’, and ‘sthanaka’ indicate the perfect straight pose in which the 
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brahma-suira (middle plumb-line) passes exactly in the middle of the icon in 
front and divides the body equally on vertical plan right from the head to leg 
with the placement of feet on the pedestal. The deviation of the parts of the 
body of the icon is calculated with reference to brahma-sitra, also called 
madhya-sitra and purasitra. If both the right and left halves remain equal the 
stance is called samapdda-sthanaka in which the icon is straight. This posture is 


meant for major divinities like Visnu, Brahma and Siva. 


In sthita-kuficita pose,’ one foot is planted straightly and firmly on the 
pedestal and another foot is placed on the pedestal with a slight bend at the 
knee hence the name. The terms ‘sthita’ and ‘kuficita’ meaning ‘firm’ and ‘bent’ 
clearly indicates one foot is planted straightly and firmly on the pedestal and 


another foot is placed on the pedestal with a slight bend at the knee. 


With reference to the fluxions of the parts of the body, the sthitakuficita 
postures are found three types viz., dbhanga, samabhanga and atibhanga, This 
is well observed, “This is known as ‘bhanga’, based on the loss of height in the 
sense of lowering it on vertical plane, resulting from keeping the legs at three 
different distances in which also the head and other parts of the body are 
naturally deviated sideward from the brahma-sitra (middle plumb-line). They 
are Gbhanga, samabhanga and atibhanga in which the natamana (loss of height 
vertically) is three, four and five arigulas respectively.”* Except in case of Durga 
(Mahisamardini), this sthita-kuficita posture indicates a subordinate nature of 
the divinity in iconic forms. In Vaisnava Agamas, the icons of Sridevi and 
Bhidevi accompanying Visnu on either side must be depicted in this stance 
with uniformity that the inner legs must be firm and outer leg must be bent or 


vice-versa (Accn. No.2). 


' The term ‘sthitakufcita’ is not directly used in the Vaikhanasa treatises but the description is 
alone found. 
? K.K.C. Lakshmi Narasimhan, op. cit., p.34. 
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4.1.3. Ayudhas (Attributes) 

Every icon of the divinities is differentiated from others with the help of 
four main features — varna (colour), vastra (garment), vahana (vehicle) and 
Ayudhas (attributes). The Vaikhdnasa and Pafcaratra traditions differ from 
the other in case of dyudhas. The cakra and sankha are known as sahaja 
ayudhas of Visnu according to Vaikhdnasa concept. The Vaikhdnasa treatises, : 
while classifying the Agamas into two viz., the Soumya and Agneya, prescribe 
that the four-armed icon of Visnu should hold cakra and sankha on the upper 
right and left hands respectively; the front right hand may be abhaya or varada 
and the left one must be katyavalambita (aruhasta or katihasta); in case the 
lower left holds a gada it is to be taken as dgneya or tantrika. The saumya form 
(Vaikhanasa) is meant for the temples in villages and houses whereas the 
agneya (Paficaratra) is meant for any place outside the village such as 
riverbank, hills, beach, and confluence of river and the hermit of the sanydsins. 
This citation is an important information that the cakra and sankha are 
admissible in the icon of Visnu if and mode of worship is to be followed. The 
Vaikhanasa treatises, while describing the forms of Visnu viz., Para, Vyuha and 
Vibhava do not mention gad4@ as an attribute. However, the Kriyadhikdra text 
mentions gada as one in the Virasthdnaka aspect of Visnu. The Pdncardtra 
treatises describe Visnu with four attributes - cakra, sankha, gada and padma. 
The Brahmiya citrakarmasastra, a Silpa text dealing only with the icons of 
Visnu, mention the four attributes uniformly. The Purdnas like Agni and Vayu, 
the Pdficardtra treatises and Silpa-sdstra works like Ripamandana deal with 


thirty six forms of Visnu with the alternative adjustments of four attributes and 


' KRAAl.1b-6a: 
visnostantram dvidhd proktam saumyamagneyamityapi // 
saumyam vaikhanasam proktamagneyam pdaficaratrakam / 
saumyagneye tatha prokte Sastre vaidikatantrike // 
bhuktimuktipradam saumyam tantrikam bhuktimatradam / 
saumyam sarvatra samptijyam gramddisu ca sarvasah // 
saudehesu ca tatha rajnam grhesu grhamedhinam / 
agneyantu gramabahye naditire’ tha parvate // 
nage samudratiresu nadisdgarasarigame / 
aSramesu yatindiica viviktesu sthalesu ca // 
anustheyam visesena mukthimatraphalarthibhih / 
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colours. The Pancardatra treatises are very particular about the icon with four 
attributes. Paramesvara samhitd, a Paficaratra treatise followed in Ranganatha 
temple at Srirangam and some other adjacent temples, while dealing with the 
nyasa,' informs that padma, cakra, Sankha and gadd are invoked beginning with 
lower right hand in clockwise mode in case the four armed Visnu is worshipped. 
It is interesting to note that Paramesvara samhita,’ while dealing with the divine 
marks on the body of the worshipper, mentions the four attributes should be 
marked on the shoulder of the devotee with hot metallic representation 
(mudradharana)*’. Parama samhita,’ while describing different lands and 
islands, speaks, “In Svetadvipa, the bright four armed Siddhas are living. They 
are characterized in their hands with four attributes viz. cakra, sankha, gada 


and padma. They worship and contemplate on Purusottama i.e. Narayana.” 


' Paramesvara.15.403b- 404: 

caturbhjasya devasya cakradervinivesanam // 

mukhyadaksinahaste’ bjam gadam vamakare nyaset/ 

apare daksine cakram sankham vamakare pare // 

In worship, whatever the medium may be, the divine power is invoked with all the 
features both visible and invisible. The alphabets (varna or mdtrka) are invoked in different 
parts of the icon, which is known as aksaranydsa. Like this the adyudhas (attributes) and 
ornaments are also invoked. The medium may be kumbha (pitcher), kunda (fire alter), mandala 
(diagram) or bimba (icon). 

* Paramesvara.15.959-963: 

yesu vyaktesu cihnani nabhivyaktani sattama/ 

tanyapi svani cihnani lalate vamsapattake // 

prsthe vapyangapatte va panipddatalesu va/ 

murdhni va dadhate tasmat tatra tatra niriksayet // 

tasmaddalaksana vyaktirvidyate na kadacana / 

evam tadiya viprasca ksatriya vaisyajdtayah // 

maudgalyddyastathanye ca na taccihnavivarjitah / 

bhaveyuh sarvatha tasmaccakrasankhagadambujaih // 

lohairanalasantaptaistattanmantradhivasitaih / 

pujitairarghyagandhddyairankitavyah ksanena tu // 

* The Pancaratra tradition speaks of taptamudhradharana in which the metallic emblems of 
Sankha and cakra are heated and the symbols are placed on the upper part of the shoulders. By 
this, everyone becomes eligible to worship the Supreme Being for his personal reasons 
(atmartha puja). The brahmanas having these symbols are eligible for temple worship (pardrtha 
puja). 

* Parama.\.22b-23: 

tatra tejomayah siddhah nivasanti caturbhujah / 

Sankhacakragadapadmairankitah svesu panisu/ 

purusottamamevaikam dhydyantastatparayanah // 
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Parama samhita,' beautifully describes the form of Anantasayin as: 
Narayana reclining on Ananta on the milky ocean has lotus like eyes; this four- 
armed one holds sankha, cakra, gadaé and padma in his hands; Laksmi attends 
him near his feet; he has the Ssyamala complexion and wears pitambara; he has 
Srivatsa and Kaustubha adorning his chest; and, he is attended by Vainateya 
(Garuda). 


The above references are very important to safely conclude that the four 
attributes viz., sankha, cakra, gada and padma are very essential in the 
Paficaratra mode of worship. As per Vihagendra samhita, the four attributes 
1.e., padma, cakra, gada and sankha signify the creation (srsti), sustenance 


(sthiti), dissolution (Jaya) and eternal liberation (moksa) respectively. 


The concept of thirty six or twenty four forms is not the part of 
Vaikhanasa treatises at all. However, the Prakirnddhikara of Bhrgu, as a unique 


case, describes the twenty four forms. 


The icons under study can be classified into two viz., icons of two 
attributes and icons of four attributes. The dru-hasta, Ghiyavarada and kati- 
hasta are common in both the Vaikhdnasa and Pancardtra treatises. The icons 
with the four attributes can be undoubtedly taken as the icons of Pancardtra 
temples. The icons with two attributes like sankha and cakra may be from 


Pafcaratra and Vaikhanasa temples. 


Currently, a visitor to the temple may have a question in mind to 
identify the temple whether it follows the Vaikhanasa or Pdficardtra system just 


based on the icons present in the temple. In fact, many temples have been 


' Parama.1.56b-59a: 
atrapasyat param devam ksirasdgarasayinam // 
anantabhogaSsayyayam Sayitam pankajeksanam / 
Sankhacakragadapadman dharayantam caturbhujam // 
Sriya caranayorjustam Syamalam pitavasasam / 
Srivatsankam prasannabham kaustubhojjvalavaksasam // 
sevitam vainateyena sannivistena parsvatah / 

? Vihagendra.2.25b-26a: (cf. Smith, Daniel, op. cit., p.264) 
padmam cakram gada khadgam capam sankheti sat kramat // 
srstih sthitih layo vrddhih vijayo moksa ityapi/ 
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converted to one of the system irrespective of Agamic injunctions. In some 
temples, gad is forcibly removed to suit the need but the socket to insert the 


end of the gada on the left palm can be noticed. 


a. Cakra (Sudarsana) 

Kasyapa, while describing the nature of dyudhas and attendants of 
Visnu states that cakra signifies the samsdra set in motion by Visnu and 
Sridevi.' As per Vihagendra samhita? cakra signifies the sustenance (sthiti). 
Sudarsana occupies the significant place among anapdayins (inseparable ones) of 


: 3 
Visnu. 


As per the Vaikhanasa treatises,’ the personified form of cakra is male 
and he is the consort of Pusti or Pustika. He has the Complexion red or that of 


fire or sun and his garments are in red. He holds a cakra on his head. 


Satvata samhita, while describing personified form of cakra states that 
SudarSana is present inside the orb of his own rays with his short stature and 


red eyes. He always awaits the command of his Lord. 


SudarSsana is depicted in two forms, samiirta (personified) or sakala and 


amarta or niskala.° According to Prakirnadhikara, cakra is of three types, viz., 


' KIK.35, p.66: 
tabhyam yadvartitam samsaracakram 

* Vihagendra.2.25b-26a (cf. Smith, Daniel, op.cit., p.264) 
padmam cakram gada khadgam capam Sankheti sat kramat // 
srstih sthitih layo vrddhih vijayo moksa ityapi/ 

* KRA.5,96-97a: 
cakradhvajabjaytthesa dvitiyavaranadisu // 
ete’napayinah prokta visvaksenasamanvitah / 

* KIK.49, p.85: 
cakram ravimandalabham 

VAK.19, p.102: 
cakram pumripam raktabham 
VAK.20, p.118: 

cakrangdravarno raktambaradharah — Sirasi_ cakrabhrt pustikeso  dhiimaketuh 
pravrttavahanah 

* Satvata.13.9b-10a: 
svarasmimandalantastham valgantam hetipam smaret // 
vibhorajnam pratiksantam hrasvangam raktalocanam // 

° VAS.31.1b-2a: 
cakrantu dvividham jrieyam murtam camurtameva ca // 
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Kalacakra, Viracakra and Sahasravikaca.' Sahasravikaca is a personified form. 
Kalacakra, known as utsava-cakra, is in the form of a cakra with the pedestal. 
The diameter of Cakra is equal to the height of the face of dhruva-bera. With 
pedestal, it measures twice the size of the face.’ Viracakra is the one held in the 


right hand of Visnu. 


According to Prakirnadhikara,’ the diameter of the cakra must be equal 
to the face of the icon, i.e., one (dla proportionately. It should have five jvalas 
(flames), four on the sides and one in the middle and with twelve or eight 


spokes. It should be placed on the tip of the finger on the right hand. 


Padma samhita’ details the cakra: the middle circle (cakra-pindika — the 
centre-hold of spokes) must have two avigulas diametre. The spokes (ara) must 
have eight avgulas i.e. four angulas on either side; outer rim (nemi-valaya) must 
be two angulas wide i.e. one angula on both sides. In total, the distance between 
the outer parts of the rim has 12 angulas diameter. There are four jvd/ds on the 
rims. Two jvdlds with tongues must be from the middle (ndbhi). The flames 
must be 2% angulas high and three angulas wide. The spokes (ara) may 


resemble yava grain or eye in shape. The spokes may be six, eight or twelve. 


miurtam sakalamityuktam amirtam niskalam smrtam / 

' PRA.23.14: 
trividham cakramuddistam brahmand paramesthind / 
kalacakram viracakram sahasravikacam tatha / 

* PRA.23.18b: 
dhruvaberamukhayamam dvigunaydmavistriam // 

> PRA.23.15a, 16: 
karorddhvam viracakram devasya mukhamanatah / 
devasya mukhamanam sydddvadasastaracihnitam / 
jvalaparticakasamyuktam karagre daksine caret // 

* Padma (Kriyd).20.85-88a: 
cakram sudarsanam vrttam dvddasdngulamadnakam / 
astangulamaraksetram dvyangula cakrapindika // 
tadvat syannemivalayam caturjvadlasamanvitam / 
nabhavubhayato jvala trisikhavartasobhita // 
adhyardhadvyangulotsedha vistirnardhanguladhika / 
arani yavatulyani netratulyani vd punah // 
astau dvadasa va sadva sadjvalam sankhamisyate / 


63 


Padma samhita' and Naradiya samhita@’ describe that tarjani (index 
finger) and madhyama (middle finger) combined together to hold cakra.* As 
such, the tip of the flame of the cakra must be to the level of kesdnta (hairline) 


or netrasiitra (eye-line).* 


In the Visnu icons under study in the Government Museum, Chennai, 
the cakrayudha is found in three major types - 1. Prayoga-cakra (the rim faces 
the onlooker), 2. Sthita (normal or the complete cakra faces the onlooker), and, 
3. semi-profile. In the icons under study we have different specimens of cakra 
with reference to flames, spokes, the position and the level with reference to 
the horizontal satras of iconography. In some icons, the upper jvdld of the 
cakra is to the level of netrasiitra (eye-line), in some to the level of chin 


(cubuka) and in some to the hiccup line (hikkd-siitra). 


b. Sankha (Paiicajanya) 

Isvara samhita® mentions the king of Sarikha, i.e., Paficajanya is the 
treasure of learning. According to Satvata samhita,® the personified form of 
Sankha has the complexion of snow mountain and he has lotus-like eyes; he 
always remains pronouncing the essence of the Agama texts through his mouth. 


As per Vihagendra samhita,’ sankha signifies the eternal liberation (moksa). 


' Padma (Kriya).20.84b: 
tarjanimadhyamabhyam tu dharayantam tathambujam // 
The various reading ‘dharyam cakram’ for *dhdrayantam’ is apt here. 
? Naradiya.13.179b: 
, tarjanimadhyamamadhye kuryaccakram susobhanam // 
* The position of fingers described here is obviously kartarimukha-hasta. However, the text 
does not mention ‘kartarimukha.’ 
‘ Padma (Kriya).20.89b: 
keSdntena samam yadva netrasittrena tatsamam // 
> [svara.24.119a: 
vidyakoSastu vamena sangrhitasca Sankharat / 
® Satvata.13.12b-13a. 
tuhinacalasankasam sankham kamalalocanam / 
sadagamadisaram tam udgirantam svakairmukhaih / 
’ Vihagendra.2.25b-26a (cf. Smith, Daniel, op.cit. p.264): 
padmam cakram gada khadgam capam sankheti sat kramat // 
srstih sthitih layo vrddhih vijayo moksa ityapi / 
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The Vaikhanasa treatises' mention Sankha in the form of bhata in 
personified form and to be the consort of Varuni. He is of milky white in hue 


and clad in red garments. He holds a sankha on his head. 


According to Padma samhita” Sankha may have eight, twelve or six 
jvalas (flames) but the jvalas are many, as per Ndradiya samhita.’ The height 
must be twelve avigulas and the width is eight argulas. The spiral of the sankha 
must be clockwise (pradaksinadvarta). The dimensions of the jvala of sankha are 


same as that of cakra. 


Padma samhita’ and Naradiva samhita, while describing the position of 
sankha on the upper hand, informs that sankha must be held on the pair farjani 
(index finger) and madhyama (middle finger) combined together. As such, the 
tip of the flame of sankha must be to the level of kesdnta (hairline) or netrasttra 


(eye-line). ° 


In the Visnu icons under study in the Government Museum, Chennai, 
Sankha is found in two major types - 1. daksindvarta (with clockwise-spiral), 


and, 2. vamdvarta (with anticlockwise-spiral). The position of sankha with 


' KJK.49, p.85: 
sankham candrabham 
VAK.19, p.102: 
Sankham bhitakaram svetabham 
VAK.20, p.118: 
paicajanyo dugdhabho raktavastradharo bhitakrtih sirasi Saikhabhrt viyadgatidhvajo 
viyadgatrayudho hamsavahanah kanthasabdaravah varunipatih 

* Padma (Kriyd).20.88-89a: 
astau dvadasa va sadva sadjvalam sankhamisyate / 
vistaro’ stangulastasya dvadasdngulamayatam // 
pradaksinavartayutam jvdlagram sankhacakrayoh / 

* Naradiya.13.180a: 

Sankham tathavidhe vame jvdlanekasamanvitam / 

* Padma (Kriyd).20.82b,84b: 
uddhredbahusimantamurdhvahastau dhrtayusau / 
tarjanimadhyamabhyam tu dharayantam tathambujam // 

‘dharyam cakram’ is various reading for “dhdrayantam.’ 

> Naradiya.13,179b-180a: 
tarjanimadhyamamadhye kuryaccakram susobhanam // 
Sankham tathavidhe vame jvdlanekasamanvitam / 

® Padma (Kriya).20.89b: 
keSdntena samam yadva netrastitrena tatsamam // 
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reference to iconometrical sitras vary in many icons. In the icons under study, 


we have different specimens of sarikha with reference to flames. 


c. Gada (Kaumodaki) 

Gada, in personified form has the complexion of golden mountain; she is 
splendour and has lotus-like eyes; she illuminates the span of the sky with the 
rays emanating from her, thus describes Sdtvata samhita.' As per Vihagendra 


samhita,’ gada signifies dissolution (laya). 


Marici’ describes gada of Visnu viz. Kaumodaki in female form. This 
two-armed one has golden or red complexion and red clothes. She holds gada 


on her head. 


Gadd must be on the left side where the palm is turned downside like 
katihasta. Padma samhita’ describes: gada must be of four tala of the length. 
The broader portion should be at the bottom and+the thin portion should be at 
the top and must be held in the upturned palm of the lower left hand. The 
broader portion has to be three avigulas and thinner portion is one arigula and 


madhyama should be two and half angulas. 


Padma samhita’ says, while holding gadé, the distance between the waist 


and palm must be two arigulas. Naradiya samhita® informs that the broader 


 Satvata.13.11b-12a: 
gadam hemddrisankasam tanvim kuvalayeksandm // 
svotthena rasmijalena bhasayantim nabhasthalam / 

’ Vihagendra.2.25b-26a. (cf. Smith, Daniel, op.cit., p.264) 
padmam cakram gada khadgam capam Sankheti sat kramat // 
srstih sthitih layo vrddhih vijayo moksa ityapi / 

’ VAK.19, p.102: 
gadam raktabham strirapam 

* Padma (Kriya).20.80-81a: 
catustalayatam mule sthiilamagre krsdmrjum / 
tryangulam mila sahanamagre sahanamangulam / 
dvyangulam sardhamitarad gadamadhyam caturmukha / 

The various reading ‘nahana’ for ‘sahana’ is apt. 

> Padma (Kriya).20.81b: 
katiprasavyam karayorantaram dvyangulam bhavet // 

° Naradiya.13.182a: 
pithagrakotivisrantagadamustyagrasamsthitam / 
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(bulbous) end of gadd must rest on the edge of the pitha, i.e. on the top of 


karnika of the padmapitha, in the standing icons. 


In the Visnu icons under study in the Government Museum, Chennai, 
gada is found in different types - 1. Resting on upper part (karnikd) of pedestal 
(Accn. Nos. 3, 4 and 625/68), 2. Resting on adhodala of padmapitha (Accn. 
Nos.2, 555/66) 3. Kept horizontally on the palm (Acen. Nos.5/01, 17, 459/61, 
554/60), and, 4. Held in the palm turned downwards (Accn. No.97/48). In some 
icons, gada is missing but the traces are found. Moreover, the katihasta holding 


gada is depicted in different manners with reference to iconometrical siiras. 


d. Padma 

Satvata samhita' informs that the personified form of lotus has avadhata* 
complexion like jasmine, and he has the gentle and smiling face; and he sings 
sweet sound pleasant to ear. As per Vihagendra samhita, padma signifies the 


creation (srsti). 


Padma samhita’ states that, in abhaya-mudrd, a lotus with stem should 
be present between angustha and tarjani. Ndaradiya samhita states the same but 
the lotus should be facing upward. Obviously, this samhitd specifies both 
abhaya and lotus together to accommodate both the concepts, i.e., abhaya- 
mudra for fearlessness and padma which is mandatory in Pdafcardtra concept. 
According to Pdficardtra concept, sankha and cakra are held in upper hands, 
gada is held in the lower left hand and another important attribute padma is to 


be held in the lower right hand. This can be noticed in the icons of 


' Satvata.13,10b-1 La: 
kundavadatam kamalam saumyam isatsmitananam // 
ravam ravantam madhuram Srotrendriyasukhavaham / 
> As per Kasyapa Silpasdstra (88.9a), avadata is white resembling the star (taraka). 
* Vihagendra.2.25b-26a (cf. Smith, Daniel, op.cit. p.264) 
padmam cakram gada khadgam capam Sankheti sat kramat // 
srstih sthitih layo vrddhih vijayo moksa ityapi/ 
* Padma (Kriyd).20.78b. 
angusthatarjanimadhye sandlam kamalam bhavet // 
> Naradiya.13.180b-181a: 
mukhye daksinahaste tu kamalam nalasamyutam // 
angusthatarjanimadhye kamalam subhamunmukham / 
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Government Museum, Chennai (Accn.Nos. 4, 7, 97/48 and 625/68). Moreover, 
Padma samhitd' uniquely prescribes that a lotus should be drawn on the palm 


of varada-mudra. 


Padma, along with other three attributes viz. cakra, saikha and gada, 
play an important role to define twentyfour forms of Visnu beginning with 


KeSava. 


Padma is depicted in different manners in the Visnu icons under study in 
the Government Museum, Chennai: a) Lotus with stem is shown between 
angustha and tarjani (Accn.No.3.), b) Lotus is held in kataka-mudrd (Accn. 
Nos.5/01, 459/61, 554/65 and 555/65), c) Lotus is held in pallava-mudra 
(Accn.Nos.94-5/4and 503/65), d) Lotus is shown in abhaya-mudra but it is held 
by angustha and tarjani (Accn.Nos.12 and 83/44). 


4.1.4. Abharana (Ornaments) 

The embellishments or accessories, known by the collective name of 
abharana, not only serve the purpose of adding aesthetic value to the icon, but 
also are indeed meant to express the status or degree of the particular deity in 
relation to the other forms. The ornaments highlight the essential nature, 
attitude and qualities embodied by the same. It is mentioned in the Vastusdtra 
Upanisad,’ “By ornamentation (ftadbhisandat) an attractive sight is obtained... 
By seeing these ornaments all people rejoice... From delight grows 
contemplation, from understanding the icon, the realization of Brahman, which 
is bliss, thus it is said in the Veda...” Bharata, the earliest to detail the 
ornaments, states that an improper dress will not enhance the beauty but 


becomes ridicules like the girdle placed on the breast.” 


' Padma (Kriyd).20.79a: 
varade kamalakaram likhet karatalodare / 

> Vastusitra Upanisad, p.102. 

* Natya-Sastra.23,68b-69: 
vesam tatha cabharanam ksurakarma paricchadam / 
adesayukto veso hi na sobham janayisyati / 
mekhalorasi baddha tu hasyam samupapddayet // 
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The numerous types of ornaments are mentioned and sometimes 
detailed in the Agamic literature and in the treatises on art and iconography, 
Purdnas (sections dealing with ornaments) and, in particular, the Natya-Sastra 
of Bharata prescribe and define in detail including the auspicious signs and 
symbols (cihna), garlands (mala), garments (vastra) and crowns (makuta) which 


are to bedeck the deities and their surrounding figures. 


To study the ornaments of the icons of Visnu in the Government 
Museum, Chennai, under study, one has to consult the Natyasdastra of Bharata, 
the earliest literary record. In this, Bhatara mentions four types of ornaments 
viz. dvedhya, bandhaniya, ksepya and dropya based on the method of wearing 
them.! A vedhya is piercing ornaments like kundala adorning the ears; 
bandhaniya is binding ones like girdle (Sroni-siitra), bracelet (arigada) worn on 
the upper arm and necklace of pearl (muktd-bandhana); ksepya (wearing) is 
type of ornaments like anklet (naipura) and hand-ornaments; dropya (putting 
on) is variety of ornaments like golden thread (hema-siitra) and necklaces 
(hara).? Aparajitaprcchd, another text authored by Bhuvanadeva (c, 12" — 13" 


Century AD) mentions and details 16 types of ornaments.” 


In the icons, where other iconographical details are completely lost due 
to the damaged or ‘mutilated’ condition of the ancient icons, the analytical 
study and definition of the ornamental features become, in fact, fundamental 


for the identification of the icon, its function/role, and hierarchical collocation. 


As one can observe on the metal icons housed in the Government 


Museum, Chennai, the dbharana appear to be similarly depicted and 


' Natya-Sdstra.23.11: 
caturvidham tu vijneyam natye hyabharanam budhaih/ 
avedhyam bandhaniyam ca ksepyamdropyameva ca // 
® [bid.23.12-13: 
avedhyam kundaladiha yat syat sravanabhiisanam / 
Sronisutrangade mukia bandhaniyani nirdiset // 
praksepyam niipuram vidydd hastabharanameva ca / 
dropyam hemasiitradi hardsca vividhasrayah // 
* Apardjitaprecha.236.2: 
bhiisanani tata vaksye apadatalamastakam / 
sodasabharananiha kathitani ca putraka// 


69 


reproduced all over the Indian-territory, bespeaking of a common traditional 
practice. In general, it can be stated that the basic characteristics of the 
ornaments represented in plastic art forms tally with the descriptions and 
definitions of the textual sources though some minute differences are 
noticeable in the icons, with regard to the stylistic regional interpretations due 
to the influence of local customs and fashion. the names of the ornaments are 
easily traced since they mostly derive etymologically from the part of the body 
they are supposed to ornate, besides being additionally designated by the 
material and/or the shape they represent. Even the technical terms met in the 


canonical literature are similarly used with minor regional variations. 


In the metal icons of Visnu in the Government Museum, Chennai, one 
can find the following types of adbharana, which are defined and described in 
detail with their peculiarities starting with the ear-ornaments and progressing 


down to the feet. 


a. Karnabhisana (ear-ornaments or earrings) 

A number of ear-ornaments are found in Indian sculptures. Bharata 
mentions two sets one for male and another for female. The ear-ornaments for 
female are karnika (ear-ring), karna-valaya (bangle-shaped ear-ring), 
patrakarnika (leaf-shaped ear ring), kundala (stud), karna-mudra (ear-ring) 
karnotkilaka (ear-tops) danta-patra (ivory set with gems) and karnapira (ear- 
pendant).’ The ear-ornaments for men are kundala (ear-ring), mocaka (ear- 


drop) and kild (ear-stud for upper ear-lobe). 


Known also as karnakundala or simply by the term kundala, the ear- 
ornaments are usually worn in two different manners: by inserting the earring 


through a hook into the pierced earlobe and by inserting it directly inside the 


' Nadtya-sdstra.23.24-25: 
karnika karnavalayam tatha syat patrakarnika / 
kundalam karnamudra ca karnotkilakameva ca // 
nanaratnavicitrani dantapatrani caiva hi/ 
karnayorbhisanam hyetat karnaptrastathaiva ca // 
Ibid. 23.15b 
kundalam mocakam kila karnabharanamisyate // 
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enlarged earlobe. Banerjea points out, “The custom of perforating the ear- 
lobes and ears for the insertion of various types of ornaments is very old in 
India... in ancient and medieval times it was common to both men and women. 
The ceremony of Karnavedha (perforation of the ear) is one of the important 
samskaras in the life of a twice born, and the wearing of kundalas was once 
regarded as one of the privileges of a brahmacarin (student initiate) and of a 
grhastha (house-holder)... The physical peculiarity of long and distended ears 
and earlobes, which was the direct outcome of the wearing of heavy and broad 
ear-ornaments, came to be regarded as a sign of beauty and greatness (cf. 


vl 


prthukarnata as one of the signs of greatness in men). 


Gopinath Rao” enumerates at least five different kinds of kundalas, 
namely, the patra-kundala, the nakra-kundala, which is the same as the makara- 
kundala, the sankhapatra-kundalas, ratna-kundala and the sarpa-kundalas.” 
However, our study deals with only tow types viz. makara-kundala and patra- 
kundala. 


Patra-kundalas are the ‘scroll-like’ ear-ornaments, having the 
ornamental design obtained either by rolling (a strip of) the palmyra or coconut 
leaves which is further inserted into the pierced ear-lobes, or by the similar 


rolling of very thin and light golden ‘leaves.* The circular space/surface 


‘ Banerjea, op. cit., p.288-9. 

” Rao, op. cit., Vol. 1, Part 1, p.24. 

* Banerjea (op. cit., p.289) further observes: “Different kinds of ear-rings (kundalas) are shown 
on the ears of different types of divinities. Rao refers to five kinds of ornaments, viz. patra- 
kundala, nakra-kundala, sankha-patra-kundala, ratna-kundala and sarpa-kundala. Their very 
names indicate that they were made of cones of cocoanut or Palmyra-leaves or even thin gold 
leaves, (metal, ivory or wooden piece) in the shape of the mythical makara (a crocodile like 
animal), cut sections of conch-shells, jewels, and (metal, ivory or wooden piece) fashioned like a 
cobra, respectively. Siva and sometimes Ganapati are adorned with sarpa-kundalas, the patra- 
and sankhapatra-kundala are usually shown on the ears of the goddesses like Uma and others, 
while nakra-kundala can with equal appropriateness be used to decorate the ears of the 
divinities of both sexes,” 

* Rao, op. cit., p.24-25: “Even today we may see on the Malabar Coast ladies with specially 
bored pendant ear-lobes, in which there shine large but light, golden discs. In the earlier stages 
of causing the dilatation of the lobes of the ear, cylindrical rolls of cotton cloth or flattened 
spirals of coconut-leaf or Palmyra-leaf are thrust in to produce the required internal pressure. 
In course of time, these spirals came to be made of a thin sheet of gold in imitation of the leaf. 
This form of golden ear-ornament is known, rightly indeed, by the name of patra- kundala.” 
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appearing within the scrolls may have various dimensions and can be either 
plain or shaped with some pattern within it. The patra-kundalas are observed 
adorning the icons of Sridevi (Acen. No. 2 and 31) consorting Visnu on the 


right side. 


Makara-kundala is the type of earring having the shape of the mythical 
animal (makara) and it is indicative of high status. This is (generally) worn as a 
pendant. The tail of makara is inserted into the ear-lobes (karna-pdsa) either 
from the front or from behind. This is known as makara-netunkuldi in the 
hymns of Alvars. Makara-kundalas are noticeable in all the icons of Visnu 
under study. The term ‘makara’ to mean ‘crocodile’ is taken literally and the 
ear-ornament of one of the Visnu icons (Accn. No.503/65) remains in the form 


of crocodile. 


b. Kanthabhisana and Vaksobhisana (ornaments of neck and chest) 

In this category are included many types of necklaces, colliers, torques 
(metal collars), strings and garlands of various forms and materials which are to 
be worn around or hanging from the neck.' Here, they are classified starting 


with the type most proximate to the neck, (in descending order). 


' Rao (Jbid., p. 23-26) limits himself to briefly introduce this category using the general term of 
hara: “Hara means neck-lace and is seen in many different patterns. In the earlier periods, it is 
somewhat short and forms a broad band made up of several pieces,” He describes further in 
detail the vaijayanti as a necklace peculiar to Visnu: “The vaijayanti is a necklace composed of a 
successive series of groups of gems, each group wherein has five gems in a particular order; it is 
described in the Vishnupurana thus: “Vishnu’s necklace called vaijayanti is five-formed as it 
consists of the five elements, and it is therefore called the elemental necklace.” Here five- 
formed points to the five different kinds of gems, namely the pearl, ruby, emerald, blue-stone, 
and diamond.” He continues quoting from Vishnurahasya: “From the earth comes the blue 
gem, from water the pearl, from fire the kKaustubha, from air the cat’s eye and from ether the 
Pushparaga.” According to Banerjea (op. cit., p.290.): “Another term which is used to denote a 
broad necklace in Sanskrit literature is the graiveyaka which almost invariably adorns the neck 
and breast of the Yaksa and other figures in Central Indian art. In many cases these necklaces 
are adorned with jewel-pendants and the jewel par excellence adorning the breasts of Visnu is 
the kaustubha (Visnu is described by Varahamira as kaustubhamanibhisitoraska). The long 
necklace or garland hanging down from the neck below the knees, known as vaijayanti (also 
sometimes loosely called vanamadla) is peculiar to Visnu; according to the Visnupurana it is five- 
formed for it is made up of five different gems, viz., the emerald, pearl, blue stone (nila), ruby 
and diamond associated with five elements.” Both the scholars refer to the same text 
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Kanthi or kanthika: It is also known as Upagriva literary meaning ‘near 
or above the neck.” This kind of necklace is worn tightly around the neck or just 
at the bottom of the neck. It can be made of pearl beads, gems, etc., or by a 
simple thread (séra), with or without a pendant. In the icons of Visnu under 
study, one may generally notice the kanthi made of gems and simple thread. A 
beautiful beaded Kanthi is noticeable in the icon of Visnu (Accn. Nos, 20a and 
549/66). Kanthi with the pendent of makara, generally known as makara-kanthi 
is seen in the icon of Visnu (Accen. No. 554/66) 


Graiveyaka: This term, derived from the word ‘griva’ meaning neck, 
indicates any kind of necklace having different shapes and dimensions, but 
generally it refers to a short and broad necklace with or without jewelled 
centre-piece or pendants, embedded with gems or other decorative patterns, 


which has to adorn the central part of the chest. 


The following are the main types: a) with prominent pendent (Accn. 
No.1888/96), b) with a comparatively ‘moderate’ purima or patra-purima as 
centre-piece (Accn. No.1889/96), c) without centre-piece but consistently broad 
(Acen. No.459/61), and, d) with the lower edge finished with gems or bells right 
around (Acen. No.7). 


Hara is a general term used to designate either a garland (invariably 
used just like the term mala) or a long necklace with single or multiple strings 
or laces. They may be of pearls (muktd-hara) and of gems (ratna-hdra), worn 
around the neck and generally falling over the breast to the sternum. In the 
icons of Government Museum, Chennai, one can notice the hdra extended to 


the level of kaksa-sitra. 


Almost in all the icons of Government Museum, Chennai, the upagriva, 
graiveyaka and hara are found depicted together as a constant set on both male 


(Visnu) and female (Sridevi and Bhiidevi). 


(Visnupurana) but give a different interpretation of the Vaijayanti. Rao describes it as a short 
necklace whereas Banerjea defines it as a long garland. 
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Kaustubha, also known as kaustubha-mani, it is a very special jewel 
characterized by the five gems (pearl, emerald, sapphire, ruby and diamond) 
probably representing the five gross elements or Pafica-mahabhitas (earth, 
water, fire, air, ether). According to the myth of Samudramanthana, Kaustubha 
emerged during the churning of the milk ocean and was worn by Visnu, 
becoming thereafter an essential symbol associated to his icons. In some icons, 
it is represented as an ornament with five gems, which is worn either as a 
pendant, hanging on a graiveyaka (Accn. No.3), or as a special feature adorning 
the long Vanamald of Visnu (Accn. Nos.459/61 and 554/66). 


Another important feature of Visnu is Srivatsa, special decorative 
symbol worn on the chest of Visnu, representing Sri remaining in the name of 
Yogalaksmi. According to Prakirnadhikara,’ she remains in the form of 
Srivatsa on the upper part of the right breast of Visnu who, therefore, known as 
Srivatsavaksas and Srinivasa. This is the one of the feature differentiates Visnu 


from the icons of other divinities particularly that of Visvaksena. 


Vanamala, a longer garland generally stretched upto the knees, is one of 
the important characteristics of Visnu who, therefore, has a special epithet 


‘Vanamialin.’ 


c. Hasta-bhiisands (Hand ornaments) 


Skandhamala and kaksamala used to adorn the shoulder/shoulders 
which consist of chains or strings, often embedded with pearls or jewels and 
various decorative patterns like full blown flower. This can be noticed almost in 


all the Visnu icons. 


' PRA.17.56b-59a: 
astadha procyate laksmih prathamd tvanapayini // 
visnorvaksasthale karya sarvalankarasamyuta / 
daksastanasyordhvabhage vahnyasre divyamandale // 
padmamadhye samasinam padmadvayakardicitam / 
varadabhayahastam ca mandasmitamukhambujam // 
evam ripam prakurvita yogalaksmistu sd smrta / 
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There are a number of ornaments for hands and arms. According to 
Bharata,' arigada (armlet) and valaya (bangles) are for upper part of arm; 
kharjuraka (a scorpion-shaped bracelet) and ucchitika (bracelet) are for the 
forehand; kalapi (string of pearls), kafaka (chain with links), Sankha (bracelet of 
conches), hastapatra (bracelet with designs of creepers), piiraka (a flat bracelet) 
are the ornaments for hand fist and upper part of wrist; and rings are meant for 


fingers. 


Keyara is the ornament worn around the upper arm or above the elbow. 
These are depicted variously, in many forms and shapes, depending on the 
material they represent. In the most elaborate cases, the bdhuvalaya is 
represented as a large band, often embedded with gems, having the lower edge 
embellished with pearl strings, and the upper edge surmounted by a prominent 


decorative pattern (purima) like makara-purima, patra-purima, puspa-purima. 


Kankana or angada are the names given invariably to the armlets 
(bhuja-valaya) and wristlets. Apardjitaprccha confirms this ornament to be 
worn on upper arm.” it is the ornament to be worn above keyira, the 
ornament meant for the crook (kdrpara) of the hand. The term ‘ardhvatah’ in 
the phrase ‘keyarasyordhvatah’ of Bharata, may be taken not as ‘above’ but 
‘on’ or ‘on the upper level i.e. around.’ In the icons of Visnu under study, 


kankana is noticeable below the keyaira, sometimes on one hand only. 


The Agamas and Silpa-works pay more attention to several types of 
bands or bandhas (kiicabandha, stanabandha, katibandha, udarabandha), 
threads or sifras (including the sacred cord yajfasitra, katisiitra, 
urassitra/plamba-sitra etc.), girdles, strings and belts which adorn the torso 


(like the channavira cross-belt), the waist and hips (mekhala, trudama, 


' Natya-Sastra.23.33-34: 
angadam valayam caiva bdhumilavibhiisanam / 
kharjtirakam socchitikam bahundlivibhtisanam // 
kalapi katakam Sankho hastapatram saptirakam / 
mudrdanguliyakam caiva hyangulinam vibhisanam // 
” Aparajitaprcecha.236.77a: ‘yojyam ca kankanam bahvoh’ 
* BharatakoSa, p.6: Angadam = keytirasyordhvatah kirparopari bhisanam 


Y fe. 


kanicidama etc.) down to the thighs. According to Bharata,' variety of garlands 
set with jewels and made with artistic perfection are the ornaments of chest and 


jewelled strings are embellishment for the breast. 


Channavira is a cross-chest belt, ic. a belt or band crossing over the 
breast in the front and similarly at the back. It generally denotes valour and 
power. This is noticeable in the icons of Sridevi (Accn. No. 2 and 31) studied 


here. 


Kacabandha or stanabandha means ‘band on the breasts.’ The function 
of these particular bands, worn sometimes by the Goddesses and female icons, 
is to keep the breast firm especially in case of fighting icons. According to Rao:* 
“Hindus are forbidden by the rules of Dharma-sastra from wearing stitched 
clothes. Hence arose probably the practice of women employing this kucha- 
bandha.” this can be noticed in the icon of Sridevi (Accn. No.31 and 18) under 


study in the Government Museum, Chennai. 


Udarabandha is a piece of cloth (bandha) or a band, either flat in surface 
or variously decorated, which is worn (as a belt) round the belly/ over the 
stomach area (udara). Rao’ defines it as follows: “At the junction of the thorax 
and the abdomen also is worn a broad belt of good workmanship; it is called 


udara-bandha.” 


Yajnasiitra, also known as yajfhopavita, is the sacred thread worn by 
Hindus of the higher classes (twice born), etymologically yajfa sitra is the 
thread of yajfia meant for rituals. Yajfopavita refers to the fashion of wearing it 
over the left shoulder across the body. This very special symbolic thread is 
represented in different ways according to the status of the icon and the 


different materials it may be composed of (chord, antelope skin etc.). Banerjea* 


' Natya-Sastra.23.32: 
nanasilpakrtascaiva hara vaksovibhisanam / 
manijalavanaddham ca bhavet stanavibhtisanam // 
? Rao, op. cit., p.23. 
* Ibid., p. 23. 
‘ Banerjea, op. cit., p.290-291. 
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observes: “The yajfopavita or sacred thread which is invariably worn by the 
male members of the twice-born is found on the icons of the gods from the 
Gupta period onwards; in the earlier icons it is not usually to be found. In 
mediaeval sculptures, what appears to be the representation of a jewelled 
yajnopavila sometimes accompanies that of the cotton one; all this, of course, is 
placed in the upaviti fashion, i.c., it encircles the torso from the top of the left 
shoulder and below the right arm. Sometimes the skin of an antelope 
(krsnasara) is thrown over the body of such deities like Nara and Narayana.” 
On the other hand, Gopinath Rao states: “In almost all the later 
representations of Hindu gods and goddesses we may see the yajfopavita 
running across the chest from left to right.” this can be noticed in the icons of 
Visnu in the form of single-threaded (simple ones made of chains), Triple- 
threaded (simple ones, elaborate (bejewelled) ones, and beaded thread or pearl 


strings) crossing over or tied to udarabandha. 


The triple yajnopavita consists of a middle thread which, as prescribed, is 
worn over the left shoulder falling down to the waist; when it is represented as a 
‘triple thread’ the other two cords (joined to the main one in the middle by a 
knot) are known as sfanasitra and urassiitra. As the terms indicate these 
additional threads cross the torso respectively below the breast (sfana) on the 


right side and along the side of chest (uras) on the left. 


Another term to be used exclusively for the yajfasitra worn by Visnu is 
pralamba-siitra, explained in detail by K.K.C. Lakshmi Narasimhan’ as follows: 
“Yajnasitra mentioned in the Vaikhdnasa works is different from pralamba- 
sutra or pralamba-yajnopavita, unique feature of Visnu. Especially, this 
differentiates the icons of Visnu from that of Visvaksena (SenesSa). 
Kriyadhikadra speaks of this speciality. When Visnu had battle with 
Pralambasura, one of the cords of his yajfopavita (sacred chord) was cut and 


hung down below his waist. On the request of Pralambasura, Visnu agreed to 


'K.K.C. Lakshmi Narasimhan, op. cit., p.44. 
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wear the same yajfopavita. Hence, his sacred chord is called pralamba- 


brahmasitra or pralamba-yajnasiitra. 


d. Kati-adbhisana (Ornaments of Waist) 


There are some ornaments adorning the waist and hips of the icons 
known as kati-abhisana. These additional accessories, besides being considered 
for their specific functional purposes like in case of the belts which are meant 


for holding the robes, are of extreme interest from an aesthetic point of view. 


Bharata’ mentions the ornaments for the loins (Sroni) viz. kafici (girdle) 
with strings of pearls, talaka (waist band), mekhala (waist belt), raSand (girdle) 
and kaldpa (sash); as far as the number of strings are concerned, kdfici with one 
string, mekhald with eight strings, rasand with sixteen strings and kaldpa with 
twenty-five strings. Loin ornaments of celestial damsels and royal ladies consist 


of thirty-two, forty-eight and hundred and eight strings of pearls. 


Katisitra is a (simple or thin) thread worn around the waist. 
Sometimes it is beautified with pearls or gems. Katibandha is a band or belt 
worn over the waist. It is supposed to hold the under-garment/robe, which is 


then tied or wrapped around it. 


Mekhala is a very elaborate waist girdle or belt. Often it is seen 
decorated with additional strings made of chains or pearl beads, which fall over 
the thighs and are (therefore) called drudaman. If the latter are furnished with 
bells at their edges then they are known by the term kdficidaman sometimes 


with the bells. 


Muktadama is the collection of knotted strings which appears in the 


centre portion of the mekhala. It represents the knot of the supposed to be 


' Natya-Sdstra.23.35-37: 
kdfici mauktikajalakhya talakam mekhala tatha/ 
rasana ca kalapasca bhavecchronivibhtisanam // 
ekayastirbhavet kanci mekhala twastayastika / 
rasana sodaSa jneya kalapah paficavimsatih // 
dvatrimsacca catussastih Satamastottaram tatha / 
muktahara bhavantyete devaparthivayositam // 
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garment (mostly invisible), which appears (assembled) in the front, with the 
ends being pleated between the thighs, as a sort of continuation of the knot. 
The muktadaman may be embedded with gems or furnished with various types 


of purima (prominent centre-piece). 


e. Pada-bhisana (Ornaments of leg) 

The ornaments for the legs and feet are common in Indian sculptures as 
well in day-to-day life. Bharata’ mentions some of the ornaments viz. nipura 
(anklet), kinkinika (foot-trinket filled with pebbles for tinkling), ghantika (band 
with small bells), ratnajdla (strings of jewels) and saghosakataka (bracelet 
producing sound) for the upper part of the ankle (gu/pha), padapatra for shanks 
(jangha) and rings (arguliyaka) for the toes in addition to talaka (a flat band) 


meant for the great toe. 


Padavalaya are the single or multiple circular anklets worn around the 
ankles. A synonym for this ornament is nipura. These are represented 


variously as a single circle, or a set of circles, or a large band. 


Padasara are the ornaments decorating the top of the foot, below the 
ankles. These generally have the shape of a ‘garland’ or chain, which appears to 


swaying smoothly over the surface of the feet. 


Bhujanga-valaya is the special type of circular ornament having the 
shape of a coiled snake, which can be worn on the arms, wrists as well as the 


ankles.” In some of the Visnu icons (Accn. Nos. 3, 109/49 625/28 and 917/70), a 


' [bid.23,38-39: 

nupurah kinkinika ca ghantika ratnajalakam/ 

saghosakatakam caiva gulphopari vibhisanam // 

janghayoh padapatram syadangulisvanguliyakam / 

angusthe talakam caiva padayosca vibhusanam // 
” Manasara.50.21. (cf. Ganapati Sthapati, op. cit., p.141). 

bhujanga katakopetam pddaniipurasamyutan/ 

karnavibhiisanam kuryanmakarangitakundalam/ 

athava svarnatatankau Sesam tu pirvavat bhavet/ 

“The part above the ankle of all the gods should be ornamented with a serpent belt, the 
feet should be adorned with anklets. Crocodile shaped earrings should be placed on the ears 
along with two gold rings.” 


79 


coiled/spiral ornament or an extension-like ornament can be noticed just below 
the border of the pitambara (ambaranta) but above the ankle only on the right 
leg. This aspect has not yet been thought of and most of the pioneers of Indian 


iconography have not so far mentioned about this. 


4.1.5. Garments ( Vastra) 

As pointed out previously, the brahmanic people are not supposed to 
wear any stitched clothes, their traditional garments consisting of ‘one-piece 
drapery’ of different kinds (made of hide, silk, cotton or tree-bark) and of 
different lengths. 


According to the texts there are two types of clothing or robes, namely 
the bandhas and the vastras. Under the category of bandha (bands) are 
comprised all the small pieces/strips of cloth which are ‘covering’ (or 
embellishing) some part of the body, including the udara-bandha, stana- 
bandha, kati-bandha described above. In addition there are some more 
bandhas, like the long scarf-like cloth (uttariya) gracefully worn as under- 


garment by the divinities. 


Uttariya is another type of elegant cloth worn over the upper body. 
Banerjea' calls it drigiya denoting royal aspect. In three icons of Visnu under 
study, uttariya is shown as a thin and broad strip beneath yajropavita running 
across the chest from left to right (Accn. Nos. 459/61, 554/66, 5/01). In most of 


the icons, uttariya is shown on the waist with the sashes falling on the sides. 


Vastra, also called ambara, is the typical robe which drapes the lower 
part of the body, of both female and male icons. This is wrapped around the 
waist girdles, and consist either in a long garment, reaching just above the 
ankles or in a shorter one having a broad and well-defined border (ambaranta), 


seen just above the knees. 


' Banerjea, op. cit., p.293 
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All the embellishments (bhisana), crowns (makuta), garments (vastra) 
and other accessories like Sirascakra, pitha, prabhavali are explained in the 


relevant places alongwith the descriptions of the icons. 


4.2. Vaisnava Agamas on Metal Icons (Lohaja / Dhatuja) 
4.2.1. Metals and Icons 


The Vaisnava Agamas, while describing the grade of material of icons, 
give special grade to metal icons. The metal icons are called dhdtuja or lohaja. 
The metal icons are graded as uttamottama. Naradiya samhitd informs that the 
metal icons are considered to be flawless’ and no colouring is required for the 
metal icons.’ The Vaisnava Agamas are very particular about the colouring of 
icons. Atri states that the icons made of stone, clay and wood must have 
colouring over the same for, colouring is equated with the skin of the icon; 
the dhruva icon without colouring causes destruction of all;’ and the Supreme 
One becomes angry if the dhruva or kautuka icon does not have the colouring.” 
This must be one of the reasons as to why the Vaisnava Agamas prescribe the 
metal icons. The Vaisnava Agamas are very particular that the relief icon 


(ardhacitra) should not be made of metal, for such icon becomes dbhicdrika.° 


' Naradiya.13.96a: 
lohajah pratimassarvah nirdosdssamudahrtah / 
” Naradiya.13.95b: 
tatha vai varnasobham ca na kurydllohaje dvija // 
* SAA.19,8b-9a: 
Sailasya mrnmayasyapi daravasya dhruvasya ca // 
berasya varnasamyoge tvaksthane varnamucyate / 
* SAA.19.18b: 
varnahinam dhruvam beram yadi kuryaddvinasyati / 
> SAA.67.40: 
dhruvam tu kautukam vapi sthapitam tu silamayam / 
varnayuktam punah kuryat taddhine kopakrddharih // 
® Naradiya.13.95Sa: 
ardhacitram na lohena kartavyam hitamicchata / 
SAA.19.64b: 
ardhacitram na kartavyam lohabimbam kaddcana // 
KRA.20.166a: 
ardhacitram na kurvita lohajam mrnmayam tatha // 
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The Agamas prescribe the metals and the results. The Vaikhanasa 
treatises detail as three metals ie., gold, silver and copper are highly 
recommended for making icon of Visnu.' However, the icon of copper mixed 
with gold is preferable.? The icon made of different metals brings different 
results.’ The icon made of gold* (haima) yields all prosperity; the icon made of 
silver’ (raupya) results in obtaining kingdom. The icon of copper® (1amra) 
results in the promotion of progeny. The icon made of bell-metal (kamsya) 
causes enmity (vidvesa); the icon of brass (drakita) is meant for the rites of 
using syllables (proccarana’); the icon of iron (dyasa) causes heavy loss; the icon 
made of lead (sisa) is for disease-free health; and the icon of tin (trapus) 
reduces life span. The icon of Visnu should not be made with mixed material, 
excepting the gold.® According to Atri the icon made of iron, tin, brass, lead 


and bell metal results in a@bhicarika” 


' YAJ.S.13a: 

sauvarnam rdjatam vatha tamram vatha svasaktitah / 
? SAA.19.65a: 

svarnamisrena lohena yadi kuryat taduttamam / 
* PRA,.7.27-29: 

haimam raupyam tatha tamram kamsyam caivarakitakam / 

dyasam sisakam caiva trapusam ceti dhatujam // 

haimantu Sripradam proktam raupyam rajyapradayakam / 

tamram putrasamrddhyartham kamsyam vidvesakarakam // 

proccarane caraktitamayasam ksayakaranam / 

sisam nirogakaranam trapurdyurvindsanam // 
‘ Brahmiya-citrakarmasastra (15.16b-17) mentions four types of gold (cdmikara) and their 
purpose - Jatartipa (yellowish gold), hataka (reddish gold), suvarna (whitish gold) and kanaka 
(dark gold), beneficial to the people of brahmana, ksatriya, vaisya and sudra respectively. 

As per Brahmiya-citrakarmasastra (15.15b,17b), four types of silver viz. ripya (whitish silver), 
rajata (yellowish silver), (@mra (reddish silver) and sukla (dark / black silver) are meant in order 
for the four classes i.e. brahmana, ksatriya, vaisya and stidra, 

° Four types of copper are mentioned in Brahmiya-citrakarmasdstra (15.14-15Sa) viz. Sulba 
(yellowish copper), tamraka (reddish copper), audumbara (whitish copper) and sabara (dark 
copper) which are beneficial for the brahmana, ksatriya, vaisya and sidra correspondingly. 
’ Proccarana is one of the abhicarika rites. The syllables or the mantras are spelled against the 
enemies. 
* SAA.19.65b: 
anyonyamisralohena devartipam na karayet // 
° SAA.24.10: 
ayasad trapuna kamsyaritikdsisakairbhudhah / 
na kuryadddevatartipam kuryaccedabhicarikam // 
SAA.68.1: 
ayasairarakutaisca trapulohaisca misritaih / 
kautukam ca kriam cettadabhicarikamucyate // 


82 


The Pancaratra Agamas hold the three metals i.e., gold, silver and 
copper are of high grade.’ Sriprasna samhitd mentions three metals and informs 
the results as — gold for prosperity, silver for wisdom and copper for all 
auspiciousness (saubhdgya).’ Naradiya samhita’ prescribes four metals which 


includes also brass. Moreover, the text recommends the pure metal and advises 


to avoid the mixtures.* 


The Vaisnava Agamas prescribe different materials for different types of 
icons installed in the temple. The dhruva icons of Visnu alone may be made of 
any material. For the large immovable (acala), copper can also be used though 
copper and wood can also be used the stone or processed earth (mrd) is 
commended for the same’. Marici® and Bhrgu’ state that the dhruva icons of 
Visnu are made of processed earth (mrd) with brick (istakd), wood (daru), 
stone (sila) and metal (/oha) every succeeding one being superior to the one 


preceding in sequential order. According to Atri,® wood is adhama, mrd-bera is 


As per Brahmiya-citrakarmasastra (15.44-45a), the icon made of gold causes prosperity, victory, 
health and knowledge; the icon made of silver results in nourishment of body and promotion of 
all sorts of prosperity; and the icon made of copper is beneficial for all the creatures / living 
beings. 
' Padma (Kriya).19.41b: 
suvarnam rdajatam tamram visuddham lohamuttamam / 
The various reading ‘trividham’ for ‘visuddham’ is apt here. 
"S riprasna.11.8b-9a: 
sampatpradam svarnabimbam rajatam jnanadam bhavet // 
saubhadgyadayakam tamrameva trividhamiritam / 
Sriprasna.14.31a: 
suvarnam rdjatam tamram visuddham lohamuttamam / 
* Naradtya.13.93b-94a: 
loham caturvidham proktam tantresmin pratimavidhau // 
suvarnam rdjatam tamram adraktitam dvijottama // 
* Naradiya.13.94b: 
Sudddham bimbam prasastam syat misritam tu vivarjayet // 
° KJK 40 p.72: 
mahamirtim — dyuSsrikirtimicchan — Silaya,  prajapunyavrddhimicchan _ tamrena, 
yogaisvaryasukharthi daruna, suvanabhiimyadicchan mrnmayena kalpayet/ 
° VAK.15 p.69: 
atha dhruvaberam tamrajam Sailadaravam va vidhiyate / daravan mrnmayam Srestham 
mrnmayat Sailamuttamam Sailattamram mukhyam bhavati/ 
"YAJ.11.16b-17a: 
dhruvesu daravam srestham daravanmrnmayami tatha // 
mrnmayacchailajam Srestham Sailajat tamrajam varam/ 
* SAA.18.1b-2a: 
uttamam Sailajam beram tamrajam cottamottamam // 
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madhyama, stone is uttama and the copper is uttamottama. Moreover, Atri 
mentions the achievement of rulership by worshipping the copper icon' and the 


copper is suitable for the ksatriya? 


The dhruva icon made of copper results in good progeny and promotion 
of punya (meritorious deed), states Kasyapa.’ The dhruvarca may be made of 


stone or metal.* The dhruva icons may be made of gold, silver or copper. 


The kautuka-bera may be made of wood, stone, copper, silver, gold or 
precious stones, each succeeding one being superior to the preceding one in 
that order. Atri and Marici prescribe different materials for kautuka-bera and 
the results : the wooden icon yields progeny; the stone icon causes long life; 
copper icon helps to achieve all sorts of prosperity; silver icon enables to get 
fame; golden icon is meant for nourishment, prosperity, happiness and all good 


results in both here (aihika) and hereafter (€musmika); and the kautuka-bera 


madhyamam mrnmayam jneyamadhamam daravam tatha / 

' SAA.18.2b: 
moksarthi sailajam kuryddrdjyakadmi tu tamrajam // 

” SAA. 18.18b: 
tamrajam ksatriyanadm ca vaisyanam mrnmayam tatha // 

* KJK 40 p.72: 
mahamirtim — dyuSsrikirtimicchan — Silayd,  prajapunyavrddhimicchan — tamrena, 
yogaisvaryasukharthi daruna, suvanabhiimyddicchan mrnmayena kalpayet / 

* KRA.S.79b-80: 
ekaberapratistha cedvarnahinam Silamayam // 
lauham va brahmabhage tu sthapayitva samarcayet / 

: ekaberavidhanena lohabere pratisthite // 

> SAA.24.4b-8: 
daruh sila ca tamram ca rajatam rukmamityapi // 
uktani kautukadinam dravydanimani pafica ca/ 
daravacchailajam srestham Sailajattamrajam varam // 
tamrajadrajatam Srestham rajatadrukmajam varam / 
daravaccchailajarayah phalam Satagunam bhavet // 
Sailajattamraje bimbe sahasramadhikam phalam / 
tamrajadrajate bimbe tvayutam phalamucyate // 
rajatadrukmajarcayamanantam kathyate phalam / 
rukmabho rukmagarbhasca devo rukmamayo harih // 

SAA.76.51: 
darave Sailaje tamre rajate raukmaje’thava / 
ratnenaiva krte purvam vidhind sthapite’rcite // 
VAK.22 p.148: 

daravacchatagunam Ssailam, Sailattamram sahasragunam, tamrddrajatamayutagunam, 
rajataddhemamarbudagunam, rukmajam — sarvasddhanam, ratnajamanantaphalam 
bhavati / 
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made of precious stones (ratna) brings peace to all the worlds and enables one 


to reach spontaneously Sayujya-loka of Visnu.' 


All the icons may be made of metal especially of gold, silver and copper; 
the kautuka icon made of gold causes nourishment, prosperity and happiness; 
the silver icon enables to get fame; and the copper icon gives all sorts of 
prosperity.’ The bali-bera, equal in size to that of the height of face of the 
dhruva-bera’ i.e. one tdla proportionate to the latter, should not be made of 
stone and wood’ and it must be of metal as cala-bera (Movable icon). Sndna- 
bera, known also as tirtha-bera, is the icon meant for the daily bathing 
ceremony (abhiseka), must be made of metal. The utsava bera meant for 
processional purposes must be made of metal alone and it should not be made 


5 
of stone or wood.” 


As far as the forms of avatdras are concerned, the Vaikhdnasa treatises 
do not permit that the metal icons of Trivikrama with lifted leg but as four- 


armed kautuka-bera of Visnu alone.’ As per Kriyddhikara, the kaukuta icons of 


' VAK.22 p.148: 
putrarthi daravam, adyuh kamah sailam, samrddhikamastamram, srikamo_ rdjatam, 
athikamusmikakamassauvarnam, sadyassdyujyakamo ratnajam karayet / 
As per Brahmiya-citrakarmasastra (15.33-35a), the kautuka icon made of wood is of inferior 
(adhama) grade; the kautuka-bera made of stone, copper, silver, gold, gem and ruby (mdnikya) 
is superior in ascending order; of all, the kKautuka icon made of ruby (mdnikya) results in both 
enjoyment (bhukti) and salvation (mukti). 
* SAA.25.23: 
sauvarnd paustiki prokta sarvalokasukhaprada / 
kirtida rdjata jneya tamraja ca samrddhida // 
* KRA.6.18b: 
dhruvaberamukhotsedham baliberam prakalpayet // 
* VAK.22 p.149: 
Silaya darund cotsavam baliberam ca na kdrayet / 


* SAA.24.19b: 
Silaya daruna bimbamautsayvam na vidhiyate // 
VAK.22 p.149: 
Silaya daruna cotsavam baliberam ca na karayet/ 
° KJK.82 p.158: 
trivikramasya kautukam bimbam visnumeva karaye/ 
VAK.S7 p.375: 
traivikramasya kautukam caturbhujameva karayet / 
K.K.C. Lakshmi Narasimhan, op. cit., p.240  “... we come across a rare metal icon of 


Trivikrama (Plate XXXVII-c) of Pallava period (c.8" century AD) found at Singanallur 
(Coimbatore district, Tamil Nadu)°. The icon, measuring 43 cms, is eight-armed and has typical 
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Sayudha Rama and Nirayudha Rama should be made in the form of dhruva- 
bera.' Khiladhikara prescribes that both the dhruva and kautuka icons of Krsna 
are identical in features and may be made of gold, silver, copper or wood. The 
icon of Sayudha Krsna made of gold, silver or copper, must resemble the 


features of dhruva’ which is considered to be uttama grade. 


4.2.2. Metal combinations and prohibitions 

The Vaisnava Agamas have certain prohibition rules regarding the 
mixture of metals in creating metal icons. The treatises are very particular that 
the relief icon (ardhacitra) should not be made of metal, for such icon becomes 
abhicarika.’ The dhruva icons should not be made with the mixture of iron, 
brass and lead° for, it becomes abhicarika. The kautuka icon may be made of 
the metal mixed with gold but not with iron (dyasa), brass (drakiita) and lead 


(trapus) as it becomes abhicarika.® Atri observes that the icon made of iron, tin, 


antariya mode of dress. The left leg is raised up and the right leg is planted on the pedestal. This 
is under worship in the temple (Plate XXXVII-c)”. 
' KRA.11.100: 
kdrayet kautukam tadvadasinam sthitameva vd / 
sdyudhe sdyudham tadvat kautukafica samacaret // 
SAA.60.26: 
sthitam ca kautukam kuryddasinam vapi karayet / 
; sdyudhe sdyudham tadvat kautukam ca samacaret // 
* SAA.60.68b: 
dhruvaberanurtipena kautukam ca samdcaret // 
* KLA.19.181: 
sauvarnam rdjatam vapi tamrajam vapi karayet / 
dhruvakautukayossarvasartipyaficottamam bhavet // 
* Naradiya.13.95a: 
ardhacitram na lohena kartavyam hitamicchata / 
KRA.20.166: 
ardhacitram na kurvita mamayam lohajam tatha / 
sthdpitafica visrjyanyat beram sangrhya yatnatah // 
SAA.19.64b: 
ardhacitram na kartavyam lohabimbam kadacana // 
SAA.67.26b: ‘ 
: ardhacitram na kurvita lohajam mrnmayam tatha // 
> SAA.24.10: 
ayasa trapund kdmsyaritikdsisakairbhudhah / 
na kurydddevatariipam kurydccedabhicarikam / 
° KJK.99 p.189: 
jatartipam vind anyalohamisritam bimbam na sthapaye/ 
SAA.68.1, 13: 
ayasairarakittaisca trapulohaisca misritaih / 
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brass, lead and bell metal results in abhicarika.' Relief icon (ardhacitra) should 
not be made of metal, for such icon becomes dbhicarika. The snanapa-bera, 
worn-out and with holes and hollow yields the result of abhicarika’ hence, 


utmost care must be taken while creating the same. 


4.2.3. Special Renovation Rules for Metal Icons 

Kriyadhikara states that all the four viz. temple (dlaya), tower (gopura), 
icon (pratima) and pedestal (pitha) are the physical representation (body) of 
God’. Any problem in any of them is considered to be a flaw (dosa) and this 
necessitates the jirna-uddhdrana (renovation). The Vaisnava agamas inform 
that the worship of the weathered icons may create some problems in the 


society.’ Generally the weathered icon should be abandoned after due rituals. 


The weathered mrd-bera and stone icon should be covered with the 
ropes made of hairs of cow’s tail, kuSa grass, wool and cotton, and should be 
taken to sea or any deep reservoir and it is thrown in the deep area of the 
water sources.” The deteriorated wooden icons must be burnt and mixed in the 


water of sea, river, etc., thus insists the Vaisnava Agamas.' 


kautukam ca kriam cettadabhicarikamucyate // 

suvarnddanyalohena misralohena kautukam / 

krtvad tatsthapitam cettu mahadoso bhavisyati // 

' SAA.24.10, 68.1. 

As per Brahmiya-citrakarmasdstra (15.44-45a), the icon made of gold causes prosperity, 
victory, health and knowledge; the icon made of silver results in nourishment of body and 
promotion of all sorts of prosperity; and the icon made of copper is beneficial for all the 
creatures / living beings. 
> §SAA.68.21: 

jarjharairapi samyukte’ pyantassusirasamyute / 

evam dosasamayukte kautuke snapane’ pi va // 

* KRA.20.140: 

alayam gopuraficaiva pratima pithameva ca/ 

Sarirameva devasya smrtametaccatustayam // 
* KLA.39.1b-2a: 

jirnaberamanarcyam syat tasmattam parivarjayet // 

jirnaberarcane doso rajarastrabhayavahah / 
> KIK.107, p.198-199: 

govalarajjubhih krsarajjubhih tirnabhih tantavaih stitraih vasobhih beramacchadya ... 

samudram samudragam nadim hradam va asosyajalasayamanyam vd asritya ... 

navamaropya ... agadhe ksiptva vaisnavam hutva acaryebhyo dhenucatuskam dadyat/ 
VAK.73 p.452: 
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As far as the jirna-uddharana (renovation) metal icons are concerned, 
the Vaisnava Agamas lay special rules because the authors of the Agamas 
obviously knew the value and re-usable condition of metals. They also provide 
information on the causes of the damage/deterioration. The common factors 
are: 

1. The metal icon happens to fall from abhiseka-vedi (sndna-pitha), the 
palanquin or any other yana (vehicle) at the time of procession on 
the street (vithi-bhramana).’ In such, the essential components of the 
metal icon i.e. prabhd, pitha, astra and vastra’ are 


damaged/broken/bent.* 


2. Climatic conditions during the windy season and rain combined with 


thunder and lightning.* 


jirnam sarvam samsodhya navavastrairacchadya darbharajjubhirbadhva ... 
samudragam nadim anyamasosyajalasayam va gatvda... tajjale praksipya tattirthe 
snanam kuryat/ 
' VAK.73 p.452: 
daravam cedevameva kriva vahnau dahayitva tadbhasma jale praksipet/ 
> KLA.37.21b: 
pramddatpatite bimbe bhiimau samsnapya varina // 
Paramesvara.19.110: 
bimbe’bhisicyamane tu patite snanavistarat / 
calite va visesena pratisthasthapanam caret // 
Paramesvara.19.112a: 
prabhapithastravastrangabhedabhangadidisite / 
Paramesvara.19.236b-237a: 
atra bimbasya patane bhede cchede yathapuram // 
samadhanddikam krtva sthapya santim samacaret / 
Paramesvara.19,450: 
bhramane ca tatha pithadangabhangadike sati / 
Saithilye saraghadinamudbhave bahudha grhe // 
KRA.26.119a: 
bhiimau nipatite bimbe sighramuddhrtya tatpunah / 
KRA.26.124-125: 
ydnannipatite bimbe pithe bimbddviy ojite / 
bhinnam pitham prabham chatramayudhabharanadikam // 
alaksya tadbimbagatam saktim kumbhe nivesya ca/ 
bhinnan cyutamsca samyojya bimbasuddhim samdacaret // 
* KLA.39,13b: 
praméadatpatanadau ca vislese cakrapithayoh // 
VAK.68 p.424: 
yanatpatite hinange ... 
* VAK.68 p.425: 
varsadharativatasanipatavidyullekhdayute kale devesasya utsavam na kuryat / 
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The Vaisnava Agamas mention two types of damages to the metal icon 
— a) the pitha shakes (pitha-calana) or it comes apart from the icon (pitha- 


viyoga) and b) any part of the icon gets broken or mutilated (anga-vaikalya). 


In case of pitha-viyoga, the pitha is fixed with a process called 
jatibandhana.' In such case, after performing the baldlaya rituals, the precious 
stones are to be deposited inside the socket of the pitha and the icon should be 
fixed.’ 


The Vaisnava Agamas insist, in case of metal icon, on the renovation of 
metal icons by classifying different parts of the icons as mahdnga, pratyanga and 
upanga. If the pratyangas and updngas are corroded/damaged, kirifa, 
ornaments, cakra, Ssankha, sirascakra are broken or corroded/damaged, these 
parts can be joined.* Bhrgu in Kriyddhikdra refers to some other authorities 
who recommend the arigas of the copper icon can be joined if damaged.‘ 


However, in Khiladhikara, he advises to dispose the weathered icon.’ In 


' K.K.C. Lakshmi Narasimhan, op. cit., p.103. 
“The metal icon is made in two parts a) the pitha and b) the body of the icon from kirita to the 
metal plate (phalaka) below the feet. These two different parts are cast separately by the 
process called madhicchista-kriyd, The lower most part of the main icon (phalaka attached to 
the feet of the icon) inserted into the socket (on top) of the pedestal after depositing the 
precious gems (rata) into it. The rim of the pedestal is hammered and folded inside which 
grips strongly the phalaka of the main icon and the pedestal is adjusted so as to appear one 
iece,” 
MK LA.37.23b: 
pithadviyojite bimbe yojayitva yatha pura // 
Paramesvara.19.492a: 
pithabhange tathadnyasmin kalpite yojayeddhrdham/ 
* KLA.37.25b-26a: 
bhinne tu yadi pratyange pramadat sadya eva tu // 
sandhaya tulyalohena sthapanam purvavaccaret / 
KLA.39.14b: 
rekhasusiranispattau punassandhanamacaret / 
KRA.,26.124b, 125b: 
bhinnam pitham prabham chatramayudhabharanadikam // 
bhinnan cyutamsca samyojya bimbasuddhim samacaret // 
KRA.23.88b-89: 
pratyange tu tatha hine na tyajediti Sdsanam // 
kirite bhiisane vastre nakhe va romakeSayoh / 
cakre Sankhe sirascakre hine sandhanamacaret // 
* KRA.23.90b: 
tamrajasyangasandhanam kecidahurmanisinah // 
> KLA.37.26b: 
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damage of mahdnga, repair is not permitted. In such case, the icon should be 
melted and a new one should be made.’ In case cracks and holes are noticed, 
they should be repaired.” The nose, ears and fingers of the copper icon can be 
repaired.’ In case of damage of the parts of the icons made of gold and silver, 
the icon should not be discarded and it must be repaired with the same 
material.’ However, the metal icons without proportionate limbs or with 
defective limbs must be considered as just metal and the icon must be made 


5 
again. 


The icons made of gold and silver should not be discarded in spite of the 
damage of mahdrigas.° In any case, the Agamas insist to retain the metal icons 
by any possible way by attaching/joining the broken parts of the icon. The final 
resort is to dlipya throw into the sea or deep water in the absence of any other 


alternative.’ On the other hand, the icon may be buried in the ground.! 


angabhede tu sampanne pratimam vidhind tyajet // 

' KLA,39.15-16: 
vicchinnesu mahdngesu sandhanm naiva cesyate / 
parityajya vidhanena lohavattat vicintayet // 
madhicchistavidhanena tulyam bimbam prakalpya ca/ 
lohavad dravayitva tu nitanam bimbamacaret // 

? KRA.23.93a: 

. rekhasusirayukte ca sandhanam karayeddhrdham / 

* KRA.23.95: 
bimbasya tamrajasydpi karnandsdngulisu ca / 
hinesvangesu sandhanam kuryddeva na samSayah // 

* KRA.23.91: 
sauvarnam rajatam bimbamangahinam bhavedyadi / 
na tyajettulyalohena sandhaya sthapayet kramat // 

> KJK.57, p.100: 
tatrangahinddidosesu punarlohavadacaret / 

KRA,23.97b-98: 

vrddham pramanahinajica jirnam raukamajfica rajatam // 
lohavattatsamahrtya Santihomavasanake / 
madhicchistavidhanena navikaranamacaret // 

° KLA.39.20b-21a: 
sauvarnam rdjatam lohabimbam jirnam tyajenna hi // 
tadeva dravya kurvita madhiicchistavidhanatah / 

Paramesvara.19.465: 

suvarnarajatottham yat mahangesu ca saksatam / 
na tyajyam tat samddheyam tatstham saktim visrjya ca // 

” Paramesvara.19.464: 
yaddravyendditah klptam taddravyenatha sandhayet / 
tyaktam bimbam samudrantah praksipecchastravartmand // 
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Some special rules are prescribed in the Vaisnava Agamas regarding the 
jirna-uddharana of the metal icons installed in the places generally known as 
svayam-vyakta (self-emanated), divya (installed by divinities), saiddha 
(installed by siddhas) and arsa (installed by rsis).? In the renovation process, the 
permission to correct the characteristics (laksana) of the icon is not admissible 
in these aforesaid places. The measurements and characteristics less or more, 
the same material is to be retained as it were.’ In spite of the inferior quality of 
the metal of the icon, upgrading/creating the icon with superior metal is not 
permitted, thus the rule is laid. However, one can find also another alternative 
that the icon may be replaced with one superior metal but not the inferior one.* 
This must be one of the reasons that a number of worn out/weathered metal 


icons are still in worship in the temples at Srirangam, Kanchipuram, etc. 


4.2.4. Madhicchista-kriyavidhi (wax-modeling and metal casting) 
The Vaisnava Agamas insist that the metal icons should be made 


through a casting process called madhicchista-kriyd, Re-iteration of this 


Paramesvara.19.939: 

parityaktam tu tadbimbam dhatudravyodbhavam vind 
jalasaye hyagddhe va samudre vidhina ksipet // 

' Paéramesvara.19,940a: 
bhimau va nikhanet vipra desakdlanurtipatah / 

> Paramesvara 15.925b-930: 
visesena svayamvyakte divye saiddhe’ pi cdrsake // 
sthane tu karmabimbanam vyatyayam na samacaret / 
tani bimbani viprendra yadrsani bhavanti hi // 
laksanaisca pramdnaisca yuktani rahitani va / 
utkrstalohajatani apakrstotthitani va // 
tadrsani bhavantyeva na kuryddanyatha budhah / 
na laksanantaram kurydnna pramanantaram tatha // 
na tu dravydntaram caiva na tu kuryat kriyantaram / 
mantrantaram na yufijita sarvam kuryddyathadpuram // 
kuryaccellaksanddinam viparyasam mahamate / 
rajio rastrasya naSah syat tatrapi sahasantateh // 

* KLA.39.18b-19a: 
yaddravyam jirnaberasya taddravyenaiva nitanam // 
karayet tatpramdnajica sarvatha nanyatha caret / 

* KLA.39.19b-20a: 
adhyastu yajamdnascecchresthalohena cacaret // 
kadapi hinadravyena jirnoddhare na karayet/ 
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process in every place in the Agamic texts dealing with metal icons shows that 
there are other possible processes for metal casting. Prohibition of relief metal 
icons (ardha-citra) is an important aspect in the Vaisnava Agamas.' Probably 
the casting of relief icons is by the moulding way (plate moulding). Hollow 
icons (antah-susira) are generally created by attaching two relief icons of one- 


side moulding. This is also prohibited in the Vaisnava Agamas.’ 


The Vaisnava Agamas, both Padjficardtra and Vaikhdnasa, provide 
sufficient information on madhicchista-kriya. Samartarcanadhikarana of Atri 
and Vimanarcandkalpa of Marici exclusively devote a considerable section in 
this regard. The installation of the metal icon (kautuka) created with prescribed 
laksanas (characteristics) nullifies the flaws (dosa) in the main icon (dhruva), 


thus asserts Atri.? 


The Agamas divide the process of madhicchista-kriyd into three steps — 
a) Creation of icon using bee wax (madhicchista), b) Creation of garbha (core 
or mould in full), c) casting of metal icon and finishing work. The Vaisnava 
Agamas are very specific that the main icon (marti), the pedestal (pitha) and 


prabhd must be cast together with identical material.’ 


The first step of madhacchista-kriyd is creation of icon using of bee wax. 
The term madhicchista (madhu + ucchista) means bee wax. Even in modern 
casting technique bee wax is used by the sculptors but not the paraffin. The 


model icon of bee wax should be created in full (like citra) with proper 


' Naradiya.13.9Sa: 
ardhacitram na lohena kartavyam hitamicchata / 
SAA.19.64b: 
ardhacitram na kartavyam lohabimbam kaddacana / 
KRA.,20.166a: 
ardhacitram na kurvita lohajam mrnmayam tatha // 
* SAA.68.21-22a: 
jarjharairapi saMyukte’ pyantassusirasaMyute / 
evam dosasamayukte kautuke snapane’ pi va // 
anyadbimbam samdadaya prayaScittam suhityatam / 
* SAA.25.20: 
uktalaksanasampannam kautukam sthapayedyadi / 
mahabere ca ye dosah sarvam nasyanti tena vai // 
* SAA.25.8a: 
karayeddarsaniyam ca prabham pitham prthak tatha / 
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dimensions which includes the ornaments, garments and attributes (@yudhas).' 
The bee wax is kept in the container on the tripod and melted in mild fire, says 
Marici.’ The melted bee-wax must be purified by filtering through a new cloth 
before making the model icon, thus Atri’ and Marici’ insist. The processed bee 
wax is known as ‘siktha’or ‘snigdha’.” The siktha is beaten and rolled for the 
softness.° This material is used to create the model icon which becomes the 


mould inside the garbha. 


The second step is the creation of garbha (core). The clay, both fine and 
normal is smeared on the bee wax model, dried for some time, once again 
smeared and finally iron tapes or metallic strips are wound around the core to 
strengthen in order to avoid bursting and cracking at the time of drying as well 
as pouring the molten metal inside the garbha. The garbha is heated and the 


wax is drained out.’ 


' PRA.9.53a: 
manonmanapramanena matiman Silpina caret / 
SAA.19.61b-62a: 
snigdham krivatha tenaiva sarvangam ptiirnameva tat // 
vidhina bhisanairyuktam darsaniyam ca karayet / 
SAA.25.7b: 
kdrayeddarsaniyam ca prabham pitham prthak tatha/ 
YAJ.18.14b: 
sthapatirgurund sardham krtva tatpratimam subham // 
VAK.22, p.154: 
... pascacchilpinamahiya tena sikthena bimbam salaksanam krtva... 
? VAK.22, p.154: 
. Silpinamahitya angane gomayenopalipya tanmadhye tripadim cullim va sanyasya 
agnim nidhdya suddhe pdatre madhitcchistam praksipya culyamdropya pranmukhena 
Silpind samenagnina pacayitva ... 
3 $AA.25.7a: 

... madhicchistam ca samSodhya SsilpaSdastravidhanatah / 
* VAK.22, p.154: 

... Navavastrenotpuya ... 
> SAA.19.61b: 

snigdham krtvatha tenaiva sarvangam purnameva tat // 

° VAK.22, p.154: 

tatsikthamddaya ... abhimarsanddi karayet/ 

In modern casting technique, guggulu is mixed with the bee wax to retain softness for 
some time. Sdrasvatiya citrakarmasastra and other silpa works mention this. However, the 
Vaisnava Agamas are silent in this regard. 

” KJK.47, p.100: 
... ubhayoh parsvayoh samagrascaivam krtva bahirmrttikaya dlipya ... 
PRA.9.53b-54a: 
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The third step is casting of metal icon and finishing work. The garbha is 
well heated before the molten metal is poured in.' The Agamas insist on the 
casting work only in the night,’ probably for concentration and adjustment of 
the climate. This takes place after performance of certain sacrificial rituals. The 
mould with metal poured in should be kept till it becomes cool and solid or 
strong.’ The next day morning, the outer shell should be broken carefully to 


take out the unfinished metal icon.’ 


Sanairalipya samsosya mrdbhisca bahirayasaih // 

pattairabadhya vidhind punardlipya sosayet / 
SAA.19.62b-63a: 

Slaksnayaiva mrda beramdlipyaiva ca tatpunah // 

’ sravayitva maddhicchistam tamram samyak pratdpya ca / 
SAA.25.8b-9: 

karayitva vidhanena bahirmrttikaya punah // 

alepayecca samSosya tadgarbhamayasa bahih / 

raksartham bandhayitvaiva mrdamdlipya Sosayet // 

YAJ.18.15: 

sanairdlipya mrduna (mrda caiva) punardlipya sosya ca/ 

pattairabadhya vidhind punardlipya sosya ca // 
VAK.22, p.154-155: 

... tadbahirmruikam sanairdlipya samsosya tadbahirayah pattairbandhayitva ... 
' KJK.A7, p.100: 

... ratraveva Subharkse subhahorayam yathocitam lohamddayoddipya sravayet / 

PRA.9.5Sb: 
yuktam siddham ca samprapya tam ca garbham pratapayet // 
SAA.25.11b: 

Subhe dine tatha kunde hutva homam ca pirvavat / 

madhicchistam ca samsravya bimbagarbham pratapya ca // 
YAJ,18.16b-18a: 

tatha loham samabhyarcya lohapdatresu sannyaset // 

jalatulyakramddratravagnind pacayedyathd / 

yuktyda siddham ca samsravya tasmin garbham pratapayet // 

punassantaptalohena atvarastvabhipirayet / 

VAK.22, p.154-155: 
... punah Subhe dine ptirvaddhutva tadbimbagarbham ... 
VAK.22, p.155: 
pratapya madhiicchistam  samsravya  punastadbimbagarbham _ pratapya 
santaptalohena Silpibhistajjnairbimbagarbhamatvarena pitirayet / 
? KJK.A7, p.100: 
... ratraveva Subharkse subhahorayam ... 
SAA.25. 14a: 
tatah prabhata acaryo yajamanasamanvitah / 
YAJ.18.18b: 

tatah prabhate kartd ca Silpi tadguruna saha // 

The term ‘rdtrau eva’ is found in Kasyapa Jnanakanda. In other texts, the post-casting 
work is prescribed as an activity of the next day morning. This implies the casting work to take 
place in the previous night. 

SAA.25.13: 
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Atri defines the complete casting- presence of all parts of the body, 
presence of all /aksanas whatever found on the bee wax moulding, attributes 
and ornaments properly attached together.” The authors were aware of certain 
difficulties in the casting, ie. khandita (broken), sphutita (cracks) and 
asampurna (incompletion of the garbha). In such, it is considered just the metal 
but not the icon. In any of the problem, the trio, i.e. dcarya, yajamana and Silpin 
should inspect the output and should decide the remaking of bee wax model 


and casting.” 


The installation of the metal icons with cracks, interior cavity (antar- 


garbha) and improper components is considered to be adbhicarika. Therefore, 


lohaptirnam tu samraksyed yavatsyacchitalam drdham / 
lohabimbakriyam vatha sarvatraivam samacaret // 
' PRA.9.55c: 
Sanairmrdbhedanam krtva vidhina beramaharet // 
SAA.19.63b-64a: 
tattamram sravayetiatra beramevam prakalpayet // 
Sodhayitvaiva tadberam sthapanarambhamacaret / 
SAA.25.14: 
tatah prabhdta adcaryo yajamanasamanvitah / 
mrdbhedam ca Sanath krtva bimbasuddhim ca karayet // 
YAJ.18.18b-19a: 
tatah prabhdte karta ca Silpi tadguruna saha // 
sanairmrdbhdanam krtva dosan samyak pariksayet / 
VAK.22, p.155: 
... prabhdte snatva dcaryo yajamanasca silpind sanaissanaih mrdbhedam kadrayitva 
bimbasuddhim ca karayet/ 
* §AA.25.15: 
sarvangamapi sampurnam laksanairapi samyutam / 
sahajairbhiisanairyuktam yadi bimbam samaharet // 
3 KJK.A7, p.100: 
... tatrangahinddidosesu punarlohavadacaret ... 
SAA.19.64a: 
Sodhayitvaiva tadberam sthapanarambhamacaret / 
SAA.25.16-17: 
bhinne chinne’pyasampurne khandite sphutite tatha / 
laksanaisca vihine tu tadbimbam lohavadbhavet // 
purvoktahomam hutvaiva purvavadvidhina punah / 
bimbam laksanasamyuktam kdrayitva samaharet // 
YAJ.18.19b-20: 
khandadisphutitairdosairduste sati punarguruh // 
alocya dosamalpam ca disite yadi va caret / 
purvavadberamahrtya yathaptrvam tatha caret // 
VAK.22, p.155: 
tadbimbasravitamaptirnam khanditam sphutitam yadi bhavet tadberam lohavat smrtva 
purvavaddhomam hutva bimbamaharet / 
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utmost care must be taken in casting of the metal icons, thus insist the Vaisnava 
Agamas. However, the alternative measures i.e. repair is admissible in case of 
mild repairable icons, the same way repair is carried on in the jirnoddhdrana 


(renovation). 


The finishing works include two important activities — a) deposit of 
precious stones (ratna-nydsa),' and, b) fixing of pedestal (jatibandhana).’ 
Ratna-nydsa is considered to be very essential for the permanent presence of 


the divinity in the icon.* 


As far as the metal icons are concerned, in the socket of the 
padmapitha/pedestal, nine precious stones (nava-ratna) are placed at the level 
of ardhvapadma. The inside rim of the upper part of the pitha is meant for this. 
In the installation of dhruva-bera the precious stones are placed in the cavity of 
the ddhdrapitha, the support of the main icon. The icon of seated Visnu 
(Accn.No. 15) in Government Museum, Chennai is the classical example for the 
concept of raina-nydsa, but the ratnas are found placed in the middle of the 


lower pitha rather interior part of the rim. 


After fine carving work the metal icon is fit on the pedestal which is 
known as jatibandhana. The metal icon is created and cast separately in two 
parts - a) the pitha and, b) the body of the icon from kirifa to the metal foot- 
plate (phalaka). The lower most part of the main icon (phalaka attached to the 
feet of the icon) is inserted into the socket (on top) of the pedestal after 


depositing the precious gems (raina) into it. The rim of the pedestal is 


' KJK.47, p.100: 
... rainani mantrato nyasya ... 
SAA.25.18-19a: 
ratnanyasam na kuryaccet sannidhyam na bhaveddhareh / 
pithayukte ca tatpadme mantrairuktakramena vai // 
navaratnani vinyasya Silpina susthitam drdham / 
? KJK.47, p.100: 
... latra samsthapya tatah silpind drdhikaranam karayet/ 
SAA.25.18b-19a: 
pithayukte ca tatpadme mantrairuktakramena vai // 
navaratnani vinyasya Silpind susthitam drdham / 
* SAA.25.18a: 
ratnanydsam na kurydccet sannidhyam na bhaveddhareh / 
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hammered and folded inside which grips strongly the phalaka of the main icon 
and the pedestal is adjusted so as to appear one piece. Atri specifies that the 


icon is placed on the pedestal should not bend/ lean and hilt. 


There are some special specimens in the Government Museum, Chennai 
to understand the different types of jatibandhana on the pedestal both with 
open and closed sockets. In some icons both the pedestal and the main icon are 
cast together, hence, there is no jatibandhana, probably there could have been 
certain practices where the small icons are not cast in two parts. The icon with 
the foot-plate is observed in jatibandhana. In some icons, from kirita to 
padmapitha is a single cast. In such, the padmapitha is placed and fit on the 
upapitha (Accn.No.15). 


To prove the rule that the foot of seated Visnu icon to be placed on 
padmapitha, a unique specimen is available in the Government Museum, 
Chennai. In this separately cast pada- padmapitha is inserted on the upper part 
of the upapitha and the main icon with padmapitha is placed on upapitha and 
jatibandhana has been applied (Acen.Nos. 555/66, 878/79). 


It is interesting to note that the attribute gadd has played differently in 
jatibandhana. In some icons, the gadd is part of the main icon where its lower 
end is placed on the foot-plate (Accn.Nos.3, 4, 625/68). In some icons, gada is 
cast separately (Accn.No.2). As such, during the jatibandhana, the upper end 
of the gada@ is inserted in the socket of the palm and the lower end is inserted 


into a socket on the pedestal. 


' SAA.25.19: 
avakramacalam capi pithapadme suyojayet // 
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CHAPTER V 


STUDY OF ICONS OF VISNU ACCORDING TO AGAMAS 


5.1. Philosophy of Vaisnava Agamas 


Both Vaikhanasa and Pdjicardtra traditions elaborately speak of the 
Supreme Being i.e. Visnu/Vasudeva in five forms viz. Para, Vytha, Vibhava, 
Arca and Antaryamin. As far as the last triad is concerned, both the Agamic 


traditions are alike. The differences are only in the view of Para and Vyiha. 


Amongst them, in the form of Antaryamin, the Supreme One resides in 
every being as the witness and inner controller, Arca is icon installed in the 
temples and houses for parartha-pija and dtmartha-piija respectively. Vibhava 


is the incarnations of the Supreme Being like Matsya, Karma, and so on. 


5.1.1. Concept of Para and Vyuha in Vaikhanasa Agamas 

Visnu’ is the Supreme Brahman, most unique (kifastha), the subtle and 
He is comprised of mere sativa. He is endowed with the divine qualities viz. 
dharma, jfidna, vairdgya and aisvarya, He exists in everything as their unique 
characteristic Paramdatman, with his own thoughts (sarkalpa) alongwith His 
Consorts and dyudhas, resides in the twelve-storeyed golden abode in his 
celestial world. The same Supreme One by His thoughts manifests in four 
forms viz. Visnu, Mahavisnu, Sadavisnu and Vyapin/Sarvavyapin who dwell in 
the four worlds (Visnu-lokas) viz. Amoda, Pramoda, Sammoda, and Vaikuntha 


respectively, all existing one above another. Four types of moksa viz. Salokya, 


' KIJK.77, p.144: 
visnuh purusah satyo’cyuto’niruddha iti pafica murtayah / tesamadih paramo visnuh 
yukto dharmam jfidnamaisvaryam vairagyamiti caturbhirgunaih / tasmadddimurtereva 
bhinnah pursadyascatasro murtayah / dharmena gunena bhinnah purusamiirtih jndnena 
satyamiirtirais varyendcyutamurtirvairdgyenaniruddhamurtih / 

The same details are available also in Prakirnadhikara (33.13-21a), Vimandarcanakalpa 

(Patala.78, p.494-495 and Patala.95, p.509) and Yajriadhikara (27.23b-24a). 
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Samipya, Sardpya and Sayujya, are attainable by reaching the worlds Amoda, 


Pramoda, Sammoda and Vaikuntha respectively, states Marici.' 


The Parabrahman Visnu is different from other four. The first Vyiha 
forms of manifestation and the addition of the Supreme Visnu in this group 
tallies with the epithet ‘Caturvyahdiman’ applicable to the Parabrahman Visnu, 


Adimirti or the Primeval One of all. This is the first stage of manifestation. 


In the second stage of manifestation, Purusa, Satya, Acyuta and 
Aniruddha emerged from Visnu, Mahavisnu, Sadavisnu and Vyapin 


respectively. All of them inherit the qualities of their source. 


In the practical and functional level of dhyana (meditation) and puja 
(worship), the second group of manifestations viz. Purusa, Satya, Acyuta and 
Aniruddha are considered in addition to Visnu, the Supreme One. Therefore, 
the Vyiha consists of five members. Dhruva-bera, representing Visnu installed 
in the sanctum sanctorum must be in uftama daSa-tala even in case of the 


avataras to be fashioned in lower fala system, 


The four Vydha forms viz. Purusa, Satya, Acyuta and Aniruddha stand 
for four yugas, four vargas (life stages), four castes, four Vedas and giver of 
welfare to four castes. However, they are the manifestation of the Supreme 
One i.e. Visnu and including him, they are the representation of Fivefold 
Manifestation of the Primeval Manifestation. The Vaikhdnasa tradition 
equates the Vya#ha manifestations with other well-known objects realized in the 
world’, The Fivefold Manifestation represents five types of agni (fire) viz. 


Sabhya, Ahavaniya, Anvaharya, Garhapatya and Avasathya. 


' VAK.94, p.508: 
Samsdrabandhanavadsanat = muktih moksah /  Tadapi —samarddhanavisesat 
caturvidhapadavaptih salokyam samipyam sdartipyam sdyujyamiti 
> KJK.77, p.144-145: 
ela miirtayascaturyugah caturvargah caturvarnah caturvedah caturvarnasamrddhiprada 
bhavanti / adimirterekasyaiva paricabhedakalpanam paficamirtividhanam / 
* VAS.3.176b-179a: 
visnum ca purusam satyamacyutam caniruddhakam // 
tathaiva pancadha vahnim suddhim caiva tu paticakam / 
kalam paficavidham jneyamabhigamyadi paticakam // 
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The Sundaravarada Perumal temple at Uttaramerur is the best proof to 
state that the vy#ha doctrine of Vaikhdnasa tradition had promoted marvelous 
and highly systematic designs of the temples. For the installation of the five 
Vyaha forms (Pafica-mirti-pratistha), the structure must be two-storeyed; in 
San-mirti-pratistha i.e. the installation of six forms (five Vyiha forms and 
YogaSayana), the structure must be three-storeyed; for Nava-miarti-pratisthd i.e. 
the installation of nine forms (five Vyaha forms, YogaSayana, Narasimha, 


Varaha, Nara-Narayana), the structure must be three-storeyed. 


In addition to the above, the Vaikhdnasa tradition prescribes two sub- 
vytha forms viz. Daivika-vasudeva and Manusa-vasudeva. While he is human 
form, he is called Manusa-vasudeva and, in his divine form, he is Daivika- 
vasudeva’. Daivika-vasudeva is in the celestial Abode and another is 


manifestation/vibhava in the world. 


In the form of Manusa-vasudeva, like human form, the icon of Vasudeva 
is fashioned in madhyama dasa-tala measure and he is two-armed holding cakra 
and sankha. In this, the icon of Manusa-vasudeva is accompanied with that of 


Rukmini, Balabhadra, Pradyumna, Aniruddha, Samba, Garuda and Brahma. 


asanam pancadha proktam prthivyddini paicakam / 
Sabdascaitani paficaite Srotradyddisu paficakam // 
pranapdnadi pajicaite ... / 
' KJK.86, p.163: 
atha vasudevadudbhiitto vasudevah / sa manusyartipadharanat mdadnusavadsudevah 
devartipadharanat daivikavasudevasceti dvividho bhavati / 
SAA.61.1b: 
vasudevo dvidha bhittah manusyo daivikastviti / 


The icon of Daivika Vasudeva! must be in seated stance on the 
simhasana, Here Vasudeva, fashioned in dasa-tala measure, is four-armed and 
is accompanied with Sri and Bhi as applicable to His divine form. He holds 
cakra and Sankha on the backhands. The front right hand bears abhaya-mudra 
and the left is in katyavalambita pose. Female divinities are depicted holding 


lotus or any flower in one hand and other one dangling down (prasarita). 


5.1.2. Concept of Para and Vyiha in Pdjicardtra Agamas 

Narayana is the Supreme Being hence, the Brahman/Parabrahman and 
refuge of all. He is without beginning (anddi) hence, without end (ananta). He 
is known as Vasudeva, Visnu, Narayana, etc. He is Bhagavan possessing six 
divine qualities” viz. Jnana (wisdom), Sakti (power), Bala (strength), Aisvarya 


(sovereignty), Virya (virility) and Tejas (luster). 


It is stated in Sdtvata Samhita, “Thee God who assumes body comprising 
six attributes, who is resplendent with shining lustre and who bears hands and 
feet all over and eyes, heads and mouths all over, that one is described as One 


. 23 
supreme Being as also shelter of all. 


Vyuha theory is presented well in the Paficardtra works differently. 
Vasudeva, the Supreme Being, split Himself on the strength of variation of 
attributes and remains on all cardinal directions in four forms Vasudeva, 


Sankarsana, Pradyumna and Aniruddha.* Vasudeva dwells on the east with all 


' The form is detailed in Khiladhikdra (19.215-220), Samurtarcanddhikarana (61,12-21a) and 
Vimanarcanakalpa ( Patala.60, p.385) 
? Visnu Purana.V1.5.79: 
Jnanasaktibalais varyaviryatejamsyasesatah / 
bhagavacchabdavacyani vina heyagunadhibhih // 
Padma (Jiiana),5.35b: 
sadgunyavigraham sarvasaktisvasrayamasritam // 
* Satvata.|.25-26a: (translated by P.P. Apte) 
sadgunyavigraham devam bhasvajjvalanatejasam / 
sarvatah panipddam tat sarvato’ksisiromukham // 
param etat samakhydtam ekam sarvasrayam prabhum / 
4 Satvata.3. 5: 
pragbhagad uttaram yavad gunabhedena langalin / 
vibhajatydtmandtmanam vasudevah parah prabhuh / 
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His six qualities.’ He, in the form of Sankarsana endowed with Jfidna and Bala, 
resides on the south.” In the form of Pradyumna possessed with Aisvarya and 
Virya, He dwells on the west.’ Aniruddha, another manifestation of Vasudeva 
and possessor of Tejas and Sakti, resides on the north.’ Thus, the Paficaratra 
tradition, speaks of four-fold Vydha concept common to all four types of Vyiha 
viz. turiya, susupti, svapna and jagrat. Although they are same in all, the forms 
and descriptions change. Even though He is formless, yet he is embodiment of 


vyithas characterized by gunas (qualities).° 


Padma samhita’ offers a different view on the emanations of the Vyaha 
forms. Vasudeva, the Supreme Being, the cause of creation, sustenance and 
dissolution, spilt Himself into two, the first one being Vasudeva with the 
complexion of crystal and the second one being Narayana with the hue of thick 
cloud; Sankarsana, higher in Jidna, emerged from Vasudeva, endowed with all 
six qualities; Pradyumna, higher in Bala, emanated from Sankarsana; and, 


Aniruddha, higher in Aisvarya, emerged from Pradyumna. 


In addition, another sub-vydha group consisting of twenty-four forms of 


Visnu, all incarnations and universal materials emerged from these four Vytha 


' Satvata.3.6a: 
anujjhitasvaripastu pragbhage sadgunatmana / 

* Satvata.3.6b: 
balasamvalitenaiva jrdanenaste’ tha daksine // 

§ Satvata.3.7a: 
aisvaryena tu viryena pratyagbhage’ vatisthate / 

* Satvata.3.7b: 

; tejassaktyatmana saumye samsthitah paramesvarah // 

* Satvaia.3.8a: 
yadyapyarupo bhagavan vyuhatma gunalaksanah / 

§ Padma (Jndna).2.16-20: 
sa vasudevo bhagavan srstisthityantamuktidah / 
atmanam ca dvidha cakre punah kenapi hetuna // 
tayoreko vasudevah Suddhasphatikasannibhah / 
narayano dvitiyastu nilambudasamaprabhah // 
sankarsano vdsudevat tasmat pradyumnasamiitah / 
pradyumnadaniruddho 'bhitsarve ete caturbhjah // 
jnanadigunasdmanye vasudevah prakirtitah / 
sannam gundnam vaisamye vaksyante murtayah kramat // 
jnanadhiko bhavedbrahman sankarsanasamdhvayah / 
bale’ dhikastu pradyumnah syddaisvarye’niruddhakah // 
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forms.' Amongst them, Kesava, the first of the twenty-four forms, emanated 


from the first form of Vyiha i.e, Vasudeva.’ 


5.2. Types of icons 

Both Vaikhanasa and Pajficaratra traditions mainly focus on the iconic 
worship by which the Parabrahman is attainable. It is stated in Parama samtita® 
(Paricardtra) that the Supreme One is worshipable in the form of icon; the 
human beings achieve their goal through the iconic worship. It is not possible to 
worship the Supreme Being in formless (nirdkdra) state and this form is not 
suitable for contemplation and praise; the iconic form is created by the Lord 
Himself who gets the four-armed form for benefit of the devotees. The value of 
iconic worship is reiterated in Sriprasna samhita’ that the Narayana assumes the 
iconic form for the happiness of the devotees and He resides in the icons for the 


worship and accomplishment. 


The terms bimba, bera, miurti, arca and vigraha are synonymous meaning 
‘icon’. Sometimes, even the term ‘kautuka’ used in the sense of icon. In both the 
Vaisnava Agamic traditions, different types of functional icons are prescribed. 


Their functions are almost same but the concept may vary in some cases. 


' Padma (Jiidna).2.21: 
murtibhyasca caturbhyasca caturvimsatimirtayah / 
jayante kramaso brahman dipadddipantaram yatha // 

* Padma (Jitana).2.22b: 
vasudevadadidevat prathamat keSavastatha // 

* Parama.3.5-10a: 
murtimaneva pijyo'sdvamurterna tu piijjanam / 
karyartham mirtayastasya lokanugrahahetavah // 
atah purusartipena kalpayitva tamacyutam / 
abhyarcya paraya bhaktya siddhim gacchanti manavah // 
nirdkare tu devese ndrcanam sambhavennrnam / 
na ca dhyanam na ca stotram tasmat sadkaramarcayet // 
akare tu kria piijd stutirva dhyanameva va / 
vidhina Sastradrstena deva eva krta bhavet // 
bhaktyd paramayakrsto devadevasya yogibhih / 
tesamanugraharthaya ripam bheje caturbhujam // 
tasmattenaiva rtipena devadevam samarcayet / 

* Sriprasna.18.18-91a: 
yusmakam pritaye’ham vai bimbartipam samasthitah / 
iatra tatra vasisyami pujayisyantu nityasah // 
yusmakamistasiddhim ca dasyamyatra na samsayah / 
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5.2.1. Types of icons in Vaikhanasa Agamas 

Five varieties of icons viz. dhruva-bera, kautuka-bera, utsava-bera, 
snana-bera (snapana-bera/tirtha-bera) and bali-bera are prescribed in the 
Vaikhanasa works. All the five types represent the Supreme Being like agni 
(fire) is represented in five forms like gdrhapatya, etc. The temple (with both 
main and sub-shrines) is defined in three grades based on the presence of the 
icons. Uitama grade means the presence of both dhruva-bra and kautuka-bera; 
madhyama grade is ekabera mode of worship: and worship on pedestals or an 


elevated platform (pitha) is of inferior (adhama) quality.' 


The dhruva-bera, stable form (acala) of Visnu, is the depository of the 
energy/power of the Supreme One or any deity invoked in it.? On every 
function, the sakti (vital power) instilled in the dhruva-bera is partly carried to 
kautuka-bera (cala form) and other icons in the way Agni (fire) is carried from 
yaga-kunda of the garhapatya to others like Ghavaniya;’ this can be compared 


to lighting one lamp from the other.* However, after the conclusion of the 


' KRA.5.314, 315¢: 
sarvesam parivaranam dhruvakautukasamy utam / 
uttamam caikaberantu madhyamam samuddhrtam // 
arcanam tvadhamam proktam pitham cedalayasrayam / 
” KJK.73 p.132: 
dhyadnena cale kautubimbe nityam yatkriyate taccalam / 
* KJK.68 p.121: ’ 
yatha gdarpatyadahavaniyadisvagnim praniya juhoti dhruvaberdt kautukaberddisu 
samavahyarcayet/ 
* KJK.68 p.120: 
dipaddipamiva dhruvaberadevam kautukabimbe arcayam autsave cavahayet / 
VAS.15.8: 
kautukam cotsavam caiva snapanam ca tathaiva ca/ 
dhruvaberat samavahya dipaddipamiva kramat // 
YAJ.29.60b-61: 
dhruvaberat tatha saktim dipaddipamiva kramat // 
kautuke samyagavahya snapane cotsave tatah / 
dhyayannavahayedvidvan dhruvattatkramasah sudhih // 
YAJ.31.6b: 
sddhayitva dhruvacchaktim dipdddipamiva kramat // 
YAJ.31.18b-19: 
kumbhacchaktim samddaya dhruvabere ca pirvavat // 
samavahya dhruvacchaktim snapane cotsave tatah / 
balibere samavahya kramenaiva tatharcayet // 
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relevant rituals, the power is transferred to dhruva-bera vice versa.’ The dhruva 
icons may be made of processed earth (mrd), wood (daru), stone (sila), metal 


(loha) and gem / precious stones (ratna).” 


The dhruvabera is prescribed in two types viz. dhruva and dhruvarca. 
The dhruva icon is one in addition to that of kautuka, Dhruvarca icon serves 
the purpose of both dhruva and kautuka icons*® (dhruva kautuka aikye) where a 
separate kautuka icon cannot be set up.’ In dhruvarca aspect, Visnu can be 
depicted in any stance i.e. sthdnaka (standing), dsina (seated) and ydnaka 


(moving or mounted on vehicle) but not in Sayana (recumbent pose). 


Dhruva-bera in Vaikhanasa tradition is classified, on the basis of stance 
into three major groups viz. sthdnaka (standing), dsina (seated) and Saydna 
(recumbent) which are further classified into four viz. yoga, bhoga, vira and 
viraha/abhicarika on account of the presence of consorts and their position; 
further, they are sub-classified in three grades viz. uttama, madhyama and 


adhama with reference to clustering icons of consorts, sages and attendants. 


Kautuka-bera, meant for daily worship (nitya-paja),° is also mentioned 
with the term ‘arca’.’ The kautuka-bera is called so because it yields the 


prosperity and auspiciousness to all®, Kautuka-bera is the representation of 


' KIK.73 p.134: 
yatha uktahomante agnimahavaniydd — gdarhapatye samaropayati tatha 
kautukabimbdddhruvabere devam samaropayati / 
? VAK.64 p.399: 
sauvarnam rajatam tamrajam silajam dadravam ratnajam va ardhacitram va kdrayaet / 
* KRA.8.143b, 146b: 
dhruvakautukasamyuktam dhruvarcanamiti smrtam // 
dhruvakautukayoraikye dhruvarcanamudéhrtam // 
“ VAK.72 p.449: 
dhruvaberamarcaberam ptrvatkartumayuktam cet dhruvarcdberamekameva_ krtva 
pratisthapya arcayediti kecit / 
> VAK.15 p.69: ; 
dhruvarca cet sthanakamasinam yanakam va sarvangasamptrnamsuvyaktam karayet / 
° KLA.20.7a: 
kuryatkautukabimbe vai nityapijam yathakramam / 
” SAA.24.1b: 
arca ca kautukam prano vara ekarthavacakah / 
* SAA.24.2b: 
sarvamangalakaritvat kautukam hyabhidhiyate // 
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Visnu’s sakala and sthiila form, which is the cause of all. The kautuka icon is 
mobile (cala) form of the dhruva aspect of Visnu, Who is nitya (eternal), 
stiksma (subtle) and aksara (indiminishable)'. installation of kautuka-bera 
without dhruva-bera is dbhicarika. The kautuka-bera of Matsya and Kirma 


x ° . ° : 2 
and other avatara forms of Visnu must be four-armed Visnu in standing stance’. 


Kautuka-bera plays an important role in the rituals and ceremonies like 
ceremonial bath (abhiseka). Therefore, kautuka-bera, made of metal, should 
not be worn-out and free from the common defects i.e. pores and hollow.’ At 
the necessity of the renovation of the dhruva-bera, its energy is transferred to 
kautuka icon and returned to the same after the repair.’ When the dhruva-bera 
is lost or damaged by enemies, the kautuka icon serves the purpose as the 


media of worship till the installation of new dhruva-bera. 


The utsava-bera, meant for all kadmya rituals? is inevitable for the 


procession during festivals like nityotsava and mahotsava. It must be made of 


’ 


metal alone and four-armed.° The wtsava-bera of incarnate forms of Visnu viz. 


' $AA.36.3, 5b-6a: 
tadriipam yatparam sitksmamaksaram niskalam ca yat / 
tatsthaniyam dhruvam beram dhruvartipam dhruvasya vai // 
visnoryatsakalam rupam sthulam sarvasya karanam // 
tatsthaniyamiti proktam kautukam tena nityasah / 

* KRA6.21: 
kautukam visnumirtissyad dhruvayormatsyaktirmayoh / 
anyesamavataranam tadvadvisnorivatha va // 

SAA.24.30, 32b-33a: 

varaham ndrasimhafica ramam krsnam tathaiva ca/ 
karayetkautukam tadvaccaturbhujamathapi va // 
dhruve trivikrame vapi vamane ca tathaiva ca // 
bimbam caturbhujam caivakautukam sthitimeva vd / 

* SAA.68.21-22a: 
jarjharairapi samy ukte’ pyantassusirasamyute / 
evam dosasamayukte kautuke snapane’pi va // 
anyadbimbam samadaya prdayascittam suhiyatam / 

“ VAK.72 p.451: 
dhruvabere varnaksaye sphutitadidosasambhave ca alpadose dhruvaberastham saktim 
kumbhe ambhasi samavahya ...kumbhastham saktim kautukddisu samavahya velayam 
kumbhe samdaropayet /... kumbhastham Ssaktim dhruvabere samdropya dhruvaberat 
kautukddisu samavahya arcayet / 

> KLA.20.7b: 
autsave ca tatha bimbe kamyakarmani kdrayet // 

° SAA.24.19b: 
Silaya darund bimbam autsavam na vidhiyate // 
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Matsya, Karma, Varaha, Narasimha, Vamana, Trivikrama, Parasurama and 


Kalki must be four-armed Visnu in standing stance.! 


Snana-bera or the snapana-bera, known as also tirtha-bera, is meant for 
the daily bathing ceremony (abhiseka) as well as for the tirthotsava performed 
on the concluding day of any festival. The icon must be made of metal and the 


same worn-out, with pores and hollow yields the adverse result of dbhicdrika.? 


The bali-bera, meant for bali-oftering bali (food or bala) to all the divine 
beings (both iconic and uniconic) in the temple precincts and other divine 
beings. * This happens almost in all the temples after the completion of the daily 
worship. This icon functions only for this function. Moreover, the consorts are 
prohibited in this case. However, according to Marici, their icons may be 


optional.” 


VAK.22 p.149: 
Silaya daruna cotsavam baliberam ca na kdrayet/ 
' KRA6.22: 
matsyakurmavarahanam nrsimhasya ca kalkinah / 
visnumevautsavam kuryajjamadagnisutasya ca // 
SAA.24.31-32a: 
matsyam kurmam varahajica narasimhahca vamanam / 
trivikramam tatha bimbamautsavam naiva kdrayet // 
visnum caturbhujam bimbamautsavam tatra karayet / 
? SAA.68.21-22a: 
jarjharairapi samy ukte’ pyantassusirasamy ute / 
evam dosasamayukte kautuke snapane’pi va // 
anyadbimbam samadaya prayascitiam suhtyatam / 
* KJK.104 p.195: 
surarsimanusyanam balam yasmat pravardhate tasmadbaliriti proktam / 
* KRA.6.27b: 31a: 
sadarcam baliberafica devirahitamacaret // 
baliberarcayordevyau naiva kuryddvicaksanah / 
KRA.25.79a: 
: snapanam baliberanca devirahitameva vai/ 
> VAK.40 p.277: 
snapanam bimbam baliberam ca devibhyam sahitam rahitam va karayet / 
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5.2.2. Stances of the Icons and accompaniment of consorts 

Kautuka-bera resembles dhruva-bera in all aspects including the stance.' 
This should be in standing posture if the dhruvabera is in standing stance.’ 
However, that the kautuka and utsava may be in seated form though the dhruva 
is in standing stance, thus Marici refers to some other authorities.’ The 
kautuka-bera of incarnations of Visnu should be four-armed Visnu in standing 


posture.’ The same may be in standing or seated posture if the dhruva-bera is in 


' KLA.2.77b: 

dhruvanurtipamanena kautukam karayedbudhah / 
KRA..19b: 

yadakaram dhruvakaram tadakarafica kautukam // 
KRA.21.13b: 

yadakaram dhruvam kuryattaddkarantu kautukam // 

SAA.69,132a: 

sthapayet kautukadimsca dhruvaberanurupakan / 

* KRA.6.20: 


dsane sthanakam vatha sayane sthanakasane / 
evam kautukamuddistam sndpanam sthanakam bhavet // 
KRA.21.14-15Sa: 
asinam va sthitam vapi Sayanam naiva kautukam / 
sthanake sthanakam proktamasane sthanakasane // 
dsinam sthanakam vapi Sayane parikalpayet/ 
SAA.68,5-6: 
dhruvaberantu yadripam tadriipam kautukam bhavet / 
dsanam sthanakam catha Sayanam catha kautukam / 
asane sthanakam vapi Sayane sthanakasane // 
anyatha sthapite casminnajhdnena viparyaye / 
VAK.22 p.149: 
dhruve sthite sthitam adsine cadsinam sthitam va Sayane kautukamdsinam sthitam va 
dhruve sthite’pydsinam kautukamautsavam ceti kecit / snapanam sarvatra sthitameva 
kuryat/ 
YAJ.17,3-4: 
deve sthite sthitam proktamasine tvasanam budhah / 
Sayane sthanakam vatha dsinam vatha karayet // 
utsavam snadpanam pascad baliberam visesatah / 
sarvatra sthanakam kuryaddevibhyam ca yathda tatha // 
* VAK.22 p.149: 
dhruve dhruve sthite'pyasinam kautukamautsavam ceti kecit / snapanam sarvatra 
sthitameva kurydat/ 
* KJK.79 p.152: 
matsyaktirmayoh dhruvaberameva / kautukam bimbam visnum caturbhujameva karayet 
/ 
PRA,13.10b: 
avatarasya sarvasya kautukam syaccaturbhujam // 
SAA.24.32b-33a: 
matsyam kirmam vardhafica ndrasimhanca vamanam / 
trivikramam tatha bimbamautsavam naiva karayet // 
visnum caturbhujam bimbamautsavam tatra kdrayet / 
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seated or reclining posture, Hence, in case of Anantasayana, the kautuka-bera 
is to be depicted sitting on the couch of Ananta overshadowed with the serpent 
hood consisting of seven or five heads. The kautuka icon must be in standing 
stance in case the dhruva-bera is in yanaka aspect. In case of Narasimha, both 


dhruva-bera and kautuka-bera are alike.’ 


The posture of the utsava icon depends on that of kautuka icon. Marici 
refers to some other authorities that the utsava-bera may be in seated form 
though the dhruva is in standing stance.’ However, Bhrgu insists on the 
standing stance of utsava-bera.’ Utsava-bera accompanied with the icons of 
Sridevi and Bhidevi is commended even though the kautuka-bera is without 


the icons of consorts.* 


The bali-bera must be four-armed standing Visnu.’ The snana-bera must 
be in standing stance with four arms. Snapana-bera of all incarnatory (avatdra) 


forms must be like that of four-armed Visnu.° The snana-bera and bali-bera 


SAA.58.15b: 
matsyam ca kirmaripam ca kautukam na samdcaret // 

VAK.22 p.149: 
pradurbhavanam kautukam tattadriipam visnum caturbhujam va 
matsyakurmavarahavamananam tattadrupam naiva kuryat/ 

VAK.55 p.364-365: 
kautukam visnum caturbhujameva karayet /tadriipam na kdrayet/ ... ktirmasya 
kautukam visnum caturbhujameva kuryat/ 

' SAA.59.34: 


ndrasimhamidam ripam pascatsthapanamucyate / 
yadyaddhruvasya riipantu tattadripam tu kautukam // 
? VAK.22 p.149: 
dhruve dhruve sthite’ pyasinam kautukamautsavam ceti kecit / 
SYAJ17.4: 
utsavam snadpanam pascad baliberam visesatah / 
sarvatra sthanakam kurydddevibhyam ca yatha tatha // 
‘ KRA.6.26b: 
sarvatra devisamyuktau karayet kautukotsavau // 
> YAJ.17.4: 
utsavam sndpanam pascdad baliberam visesatah / 
sarvatra sthanakam kuryaddevibhyam ca yatha tatha // 
° KRA.6.20b, 25a: 
evam kautukamuddistam snapanam sthanakam bhavet // 
snapanam sarvamirtinam sthanakam syaccaturbhujam / 
YAJ,17.4: 
utsavam snapanam pascdad baliberam visesatah / 
sarvatra sthanakam kurydddevibhyam ca yatha tatha // 
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should not be accompanied with the icons of the consorts viz. Sridevi and 
Bhidevi.' 


The kautuka-bera should always be fashioned in uttama dasa-tala. Two 
fifth of the total height of the dhruvabera is the best size (uttama) of kautuka- 
bera; two third of uttama size is of medium grade (madhyama); one third of 
uttama is of adhama grade.’ The utsava-bera has the same measurement if the 
dhruva-bera is established in ekabera mode.’ Bali-bera should have the size of 


one tala of the dhruva-bera i.e. the height of the face of dhruva-bera.’ 


5.2.3. Types of icons in Paiicaratra Agamas 
Icon is considered to be the jiva (vital power) of the temples hence, the 
icon should be created well with all the efforts, thus insist Vasistha samhita? of 


Pa@fcaratra tradition. 


In Paficaratra tradition,° the icons (arca) are generally classified into two 
viz. sthapanarca and karmarca. Sthapandarca, obviously dhruva-bera, is the icon 
permanently fixed on a pedestal with ratna-nydsa (deposit of precious stones) 
and this is made of processed clay etc. other icons made of metals are karmarca, 


indeed cala-bera, for functional purposes. The karmdrcds are the moveable 


' KRA.6.27a: 
sadarcam baliberafica devirahitamacaret / 
KRA.25.79a: 
snapanam baliberafica devirahitameva vai / 
> KRA.6.16-17a: 
dhruvaberagnibhdge tu dvibhagam parigrhya ca/ 
taddvibhagam tridha krtva samstaicottamam bhavet // - 
dvibhagam madhyamam proktamekabhdagam tathadhamam / 
* KRA6.18a: 
ekaberam dhruvam cetsyat tatsamam cautsavam matam / 
* KRA6.18b: 
dhruvaberamukhotsedham baliberam prakalpayet // 
> Vasistha. 5.35: (cf. Smith, Daniel, op. cit., p.4) 
prasadanam tu sarvesam pratima jiva ucyate / 
lasmat sarvaprayatnene pratimam karayedbudhah / 
® Sanatkumara (Brahmaratra).6.17-18: (cf. Smith, Daniel, op. cit., p.7) 
karmarca sthapanarceti dvividha parikirtita / 
yatkrta pratima pirvaprasdde mrnmayddibhih // 
sd sthapanarca vijieya ratnanydasopari sthita / 
anya tu lohaja yatra sa karmarceti kirtita // 
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icons of secondary grade in the temple where as mula-bera (immovable) is 


primary icon. All others are created for the functional use like bathing ete. 


According to Pdfcaratra Agamas, in addition to the miila-bera 
(sthapanarca/dhruva-bera), the karmabimbas are six viz. karmarcd, utsavarca, 
balyarca, tirtharca, snanarca’ and Sayanarca:’ the temple is considered in three 
grades depending upon the number of icons in the sanctum sanctorum (garbha- 
grha); the uttama grade of temple, all six icons are worshipped: in the 


madhyama grade, there are three icons; and, one icon is in adhama grade.’ 


In eka-bera mode of worship, one icon of Visnu is installed in the 
brahma-pada (centre). Bahu-bera mode consists of other movable icons too. In 
the last grade i.e. eka-bera-paja, all functions such as worship and abhiseka 


(ceremonial bath) take place on the miila-bera itself.” 


' Visvaksena.17.1-2: 
athatah sampravaksydmi jangamasthapanam param / 
apradhanam ca bimba tu jangamam bimbamuttamam / 
prithakcet sarvakarmani bimbasuddhyarthameva ca/ 
kdrayenmunisardtila snanddipratimakriyam / 
” Snanarca is termed as Nimittasnapanarca in the [svara samhita. 
§ Sriprasna.14.1-2: 
karmarcadivisesandm samjnabhedam ca laksanam / 
upayogastathaivesam kathyate kamaleksane // 
karmarca cotsavarca ca balyarcd ca tathapare / 
tirthasnanobhaye syatamapara Sayanarthikd // 
[svara.17.238-239a: 
tatastu karmabimbesu visesah kathyate’dhuna / 
karmarca cotsavarca ca balyarca tirthakautukam // 
nimittasnapanarca ca Sayanarceti sadvidhah / 
* Sriprasna.14,3-4a: 
plijyante yatra tadberam tam pujamuttamam viduh / 
madhyamami trini bimbani caramam tvekapijanam // 
bahubere vidhirayamekaberasya vai rame / 
I§vara.17.240b-241: 
etaih sarvairangabimbairyuktam cenmitilakautukam // 
uttamam syatribhiryuktam madhyamam parikirtitam / 
a ekena yuktamadhamam tattanmanamihocyate // 
° Sriprasna.14.4-Sa: : 
bahubere vidhirayamekaberasya vai rame / 
mularcayam ptijanam ca snapanam ca bhavet sada / 
tasmat snapanapujartham nesyate kautukadvayam / 
I§vara.17.239b-240b: 
arcah karyastvima viprah bahuberavidhanake // 
ekabere tu karmarcam vind pafica prakalpayet / 
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The mila-bera may be in any stance viz. sthanaka, dsana, Sayana and 
yanaka. In all stances, except sdyana form, Visnu may be depicted with eight, 
four or two hands.’ Special injunctions are provided in Visvaksena samhita’ 
when the mila-bera is recumbent (Saydna): karmaberas may be four-armed in 
case the miila-bera is two-armed; the utsava-bera may two-armed or four- 
armed; in case the recumbent miila-bera is eight-armed, karmabimbas must be 


four-armed because two-armed karmabimbas destroy everything. 


According to [svara samhita,’ when the miila-bera is sthanaka (standing) 
or mounted on a vehicle (vdnaka) or seated (dsina), other icons must be 
sthanaka or dsina. The icon intended for the daily worship should be in the 
standing stance in all cases. The kautuka-bera and other karma-beras of Sayana 


form must be sthdnaka (standing) or dsina (seated).* 


' Visvaksena.10.100-101: 
millabradibimbanam svaripam munisattama / 
astabahum caturbahum dvibahum vatha narada // 
yajamanecchaya kdaryd miilaberadayastviti / 
sthanayanasanam vapi Sayanam va prakalpayet // 

” Visvaksena.10.102-108a: 
atra kificidviseso’ sti Sayane munisattama / 
aniruddham tatha padmanabhamirtimathapi va // 
samjnatva laksanopetam Sdyayed vidhicoditam / 
yatkrtva milaberam tu dvibhujam ced dvijottama // 
karmarcanddibimbanam laksanam va caturbhujam / 
mitlaberam tu karmarca dvibhujam cenmunisvara // 
baladinam tu bimbanam laksanam va caturbhujam / 
mahotsavasya bimbasya dvibhujam va caturbhujam / 
Saydnasya maya proktam visesam munisattama/ 
evamuktaprakdrena pratimam karayed kramat // 
miularca castabahuscet karmarcadi caturbhujam/ 
dvibhujam yadi cettatra sarvasamhdrakaranam // 
tasmat sarvaprayatnena dvibhujam na prakalpayet / 

* [§vara.17.246-247a: 
sthite va vahanartidhe samasine’ pi va dvijah / 
sthitam vapi samasinah vidhatavya munisvarah / 
nityotsavarthabimbantu sarvatraiva sthitam bhavet / 

‘ Visvaksena.17.10a: 
Sayitasya tu karmarca sthanakam tvadsanam tu va/ 
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The miala-bera of Visnu/Vasudeva may be in four stances viz. sthanaka, 
dsina, Sayana and yanaka.' Sayana form is classified into four viz. bhoga, yoga, 


samhara and srsti? 


The Kautuka-bera of the incarnations of Visnu must be four-armed or 
two-armed and to be fashioned in dasa-tdala measure; they must be made of 
metal and their icons may be characterized with srivatsa and jata-makuta/kirita, 
thus prescribes the Padma samhita.’ The karma-beras must be made of pure 


metals.’ 


The karma-bimbas must resemble the mila-bera in all aspects such as 
signs (attributes), characteristic marks and dyudhas.’ However, there are 
certain rules that karmarcda of the same form should be adopted. Though the 
four forms viz. Vasudeva, Sankarsana, Pradyumna and Aniruddha are of the 
same origin, the mula-bera of them cannot be taken with the kautuka-bera of 
another. The dhruva-bera of Vasudeva cannot have the kautuka-bera of 


Sankarsana and so on.° 


' Bhargava.4.88b-89a (cf. Smith, Daniel, op. cit., p.9) 
dsinam vd Sayadnam va tisthantam va yatharuci // 
ariidham paksirdje va kalpayed visnuvigraham / 

4 Visnutilaka.6.412b-413a (cf. Smith, Daniel, op. cit., p.9) 
Sayiturmilaberasya Sayanam tu caturvidham // 
bhogam yogam ca samharam srstisamjnam caturmukha / 

* Padma (Kriyd).18.46b-48: 

Srivatsenankitoraskan jatamakutasamyutan // 
kiritino va kurvita karmabimbamsca lohajan / 
visnoramsavataranam karmarcadyastu kautukah // 
kalpaniyascaturhastah dvibhuja va yatharuci / 
daSatalena miyante varahadyasca mirtayah / 

‘ Vasistha.4.68b-69a (cf. Smith, Daniel, op. cit., p.7) 
karmarcalaksanam vaksye kauberasya ca sampratam // 

: suddhalohena kartavyam nanyena tu kadacana/ 

> Visvaksena.17.7-9a: 
tattatsthane svamantrena samsthapyarcadi narada / 
yadritpam milaberasya yaccihnaih cihnitam pura // 
ya mirtissthapita purvam milacceti mahatmabhih / 
yatha cayudhavinyasam katham buddhimata hareh // 
karmarcadisu beresu tat sarvam karayet tatha / 

® Visvaksena.17.10b-12a: 
samthapya vasudevakhyam na sankarsanamisyate // 
tatha samkarsanam prapya pradyumnam narcayedbudhah / 
pradyumnasthapanarcayam karmarca naniruddhika/ 
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The height of the functional icons (karmarca) depends on that of the 
miila-bera. As per Isvara samhita,' in the five division of height of mala-bera, 
utsava-bera should have the height of two, three or four divisions. In the five 
division of height of utsava-bera, other icons should have the height of two, 


three or four parts. 


Naradiya samhita’ prescribes the size of the karmarcas. Their size should 
not be less than six angulas and not more than twelve angulas. This 
measurement is applicable to also the tirtha-bera and yatra-bera (yanaka-miurti). 
The height of utsava-bera should not be less than one tala proportionate to 
sthapanarca i.e. the height equal to the size of the face, and not more than four 


falas i.e. multiplication of the height of the face into four times. 


The Pdfcardtra treatises have different opinions regarding the presence 
of the consorts viz. Sridevi and Bhidevi. According to /§vara samhita, all the 
six types of icons may be consorted with Sri and Bhi. On the other hand, the 
utsava-bera, Sayana-bera and miila-bera may be created with the icons of Sri 


and Pusti. 


The icon or Visnu for domestic worship (grharca/atmartha-pija) is in 


three grades — the icon of sixteen arigulas is uttama (best); the same of eight 


karmarca sarvatha karya milabimbanusarint / 

' [svara.17.242b-244a: 
mitlabimbasamucchrayam dvidha vapi tridhapi va // 
utsavarcam taducchrayam dvidha vapi tridhapi va/ 
caturdha va samvibhajya ekabhagena kalpayet / 

* Naradiya.23.112-115a: 
milarca laksanam hyetat karmarcalaksanam srnu/ 
sadangulanna ca nytinam nadhikam dvadasangulat // 
pujabimbam tu kartavyam sarvatraiva vicaksanaih / 
evam vai sdlabimbasya laksanam samudahrtam // 
tirthayatrarthabimbasyapyevameva tu laksanam / 
ekatalam na ca nytinam catustalam na cadhikam // 
proktamutsavabimbasya laksanam munipungava / 

* [svara.17.244b-245: 
bimbasatkam ca devibhyam sahitam parikalpayet // 
athava cotsavam bimbam tatha Sayanakautukam / 
Sripustisahitam karyam mitlabimbe dvijottamah / 
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angulas is madhyama (medium); and the icon measuring two arigulas is 


kaniyasa (low). 


5.3. System of measurement in Agamas 

Accuracy of dimensions has been insisted right from the Vedic period, in 
the constructions fire-altar (yajfa-kunda), in making of sacrificial instruments 
(sruk, sruva, etc.) or diagrams (mandala / sthandila) or icon. The volume of 
material in the pitchers (kalasa) and pots (kumbha) also played important role 
in the religious and ritualistic fields. Geometrical details in Sulba-siitra stand as 
one of the best examples in this regard. The Vaisnava Agamas, following the 
principles of Vedic ritualistic codes, insist on the accurate dimensions of the 


icons to be set up in the temple premises. 


An icon, made in accordance with the rules, is meritorious (punya) and 
it dispels all demerits (papa) and ensures the enjoyment in both worlds (aihika 
and dmusmika); the icon created only according to one’s thinking destroys 
everything; therefore, one should make the icons with appropriate measures by 
following the manuals/hand-books thoughtfully and skillfully, thus asserts 


Kasyapa.” Generally all the treatises insist on the same. 


There are some prescriptions regarding the dhruva icons, First, the 
dhruva should have the proper measure. For, an icon without proper measure is 
considered defective and it does not serve the purpose of consecration, Even 
after the creation of the icon, if such problem is noticed, the icon must be 


renovated or replaced with a new one, after performing some expiatory rituals.” 


! Visvaksena.17.117b-118: 
atmarthayajanam vaksye srnu narada tattvatah // 
sodasangulamutsedhamuttamam sampracaksate / 
madhyamam tu tadardham syat dvyangulam tu kaniyasam // 

> KIK.50, p.87: 
vidhina karitam bera  sarvapdpaharam punyam  bhuktimuktiphalapradam / 
svabuddhiklptamasubham punyakirtivinaSanam / tasmacchastram samalambya budhya 
yuktya pramanayutamevam manoharam karayet / 

*VAK.63 p.395: 
dhruvaberam manahinam cet ... navikaranam krtva kauttkdadibhissaha pratistham 
karayet / 
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5.3.1. Measurement of icons and Tala system 

The Vaisnava Agamas are very particular about the size of the icons and 
the detailed measurements of every part of the icon. The size here means the 
size of the dhruva-bera and the accompanying icons in the temple premises 


both inside and outside but within the limits of the temple. 


The units of measurement in the vast literature of Agamas are three 
types — mdndngula, matrangula and dehalabdhdangula. In this case, there is no 
much difference between the Agamas and Silpa-Sdstra. Moreover, the different 
treatises of the same Agama tradition offer the measurements with slight 
change or modification, obviously due to influence of regional variations. This 
too is not applicable for the total height of tala system of icons. Although the 
accuracy of proper and proportionate measurement of the icon is insisted, 
deviation of one yava to six yavas is permitted in the six-fold system of 


measurement except the total height in a fala. 


5.3.2. Saf mana system of measurements 

Six measurements (saf mana) are prescribed in the Vaisnava Agamas, 
identical with that used in other technical works on Silpa and vadstu. Moreover, 
the Vaisnava Agamic texts follow the most accurate pattern of measurement on 


par with other silpa works and they advise to consult the silpa-Sastra.' 


An icon is created with six-fold system of measurement.” They are mana 
(height and vertical measurement), pramdna (breadth and _ horizontal 
measurement), unmana (thickness and diameter), | parimana 


(width/circumference), upamana (inter-space or distance between two parts) 


' VAK.19, p.102: 
atranuktam sarvam Silpasastroktavidhina karayet / 

? Aniruddha.12.5-7: (cf. Smith Daniel, op. cit., p.76) 
manapramanam unmdnaparimanopamanakam / 
lambamanam sadetani manani kathaydmyaham // 
uttungam manamityuktamunmanam vistrtam bhavet / 
nabhirmanam pramdnam syadantaram copamanakam // 
sitarm ca lambamdnam syddetairmanaih samayutam / 
sanmanam ca tathaivoktamanyatha dosakrdbhavet / 


116 


and Jambamana (measurement along the plumb-lines or perpendicular lines). 
These six terms are used in the Vaisnava Agamas with the usage of various 


synonyms. 


‘ 


An icon must be made with this six-fold system of measurement.’ Atri 
states that the icon without proper dimensions must be abandoned.’ Even at 
the time of renovation of an icon, proper care must be taken to maintain the 
prescribed measurement of the icon.’ According to Marici, an icon without 


appropriate measurements becomes abhicarika. 


Accuracy of proper and proportionate measurements of the body of the 
icon is insisted. However, deviation of one yava to six yavas does not normally 
create any problems, thus states Marici.’ Bhrgu states that in parimdna the 


deviation of one yava to ten yavas (1.2 arigulas) is admissible.” 


Tala system in Agamas and Silpa-Sastra is unique feature to create the 
icons with proper and accurate dimensions using the San-mdna formula. This is 
meant for the proportionate measurement of the icon from the soul of the foot 


to usnisa on the top. The height of kirifa and pitha is not included in this.° 


The Vaisnava Agamas mention eleven tdlas in total which are almost 
identical with those prescribed by other iconographical texts. However, sardha- 
nava-tala (9¥% tala) is unique aspect generally used for the female icons i.e. Sita, 


Rukmini and Satyabama who are the human forms of divine consort of Visnu. 


' VAK.22, p.156-157: 
manam pramanam unmadnam parimanam upamadnam lambamdadnamiti sanmanani / ... 
ityetaih sadbhirmanairyuktam bera karayet/ 
* SAA.76.19a: 
pramane caiva hine’pi bimba tydjyamiti smrtam / 
* KLA.39.19a: 
karayettatpramdnajica sarvatha nanyathacaret / 
‘ VAK.23, p.169: 
sarvesvarigesu ekayavadisadyavantam hinadhikyam na dosaya bhavati 
tasmadyathocitam yuktyd karayet/ 
> KRA.20.171b-172: 
kimidam parimanena karanam yacca vai viduh // 
yavam yavatrayam vapi ardhangulamathapi va/ 
ekena vatha padabhyam nytnadhikye na dosakrt/ 
° Padma (Kriyda).20.3b: 
utsedhamanam miirdhadi padantamanuptirvasah // 
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All the ten (dlas extensively includes their three sub-grades i.e. uttama, 


madhyama and kanistha. 


5.3.3. Uttama dasa-tdla 


Uttama daSa-tala, the highest in tala system (124 angulas) is mainly 


applicable to the icon of Visnu wherever it is installed either in the main 


sanctum sanctorum or in other shrines in the temple precincts. The dhruva-bera 


and kautuka-bera must be in this idla in general. However, this ta/a is not 


prescribed for any female icons including Sridevi and Bhidevi. 


The following table consolidates the uttama dasa-tala found in Vaisnava 


Agamas and Silpa texts: (First digit is angula and digit after dot (.) is yava) 


VERTICAL MEASUREMENT S 
(MANA) 
Height of usnisa 


Bottom of usnisa to keSdnta 


Face 


a. Hair-line to (aksi-siitra) 


VAK | KJK | YAJ | PRA _ | Mana | 
SCS Padma KSS 
BCS Bhargava SR 
Sapa pf a0 
Ld 
4.3 4.3 


SKL 


3.0 3.0 3.0 


4.4 4.3 


b. Thence to nose-tip (pulantia) 4.3 4.3 


c. Thence to jaw-limit ©. Thence to jaw-limit (hanvanta) | 


| 


4.4 43 
4.4 403 
0.4 0.4 0.4 0.4 


Fleshy fold below chin areata ens 0.4 
Height of neck (kantha) 3.7 E 


THiccup Hiccup (hikka) to (hrdayanta) | to (Ardayanta) 133 | 134 


ol Ba 3.4 3.4 | 3.7 


tate loi ces to navel (ndbhyanta) 13.3 


Thence to root of (medhra-miila) | 13.3 | 13.4 


Length of thigh (aru) 27.0 | 27.0 210 | ZF 


Height of knee (janu) 


= ae [a0 
Length of foreleg (jangha) 210) | 27.0 
a [a0 a0 [40 | a0 
Total sip ta 124 124 ELIE 124 


Height of foot (pada) 
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13.4 13.4 | 13.3 


4.0 pene 


All the Vaisnava Agamas and Silpa works detail all six manas 
(dimensions) of the icon fashioned in uttama dasa-tala almost uniformly though 
with a deviation of yavas or 1/8 angula. Among the Vaikhdnasa treatises, 
Vimanarcanakalpa of Marici is more extensive and other works to detail this 
tala are Kasyapa Jndnakanda, Prakirnddhikara and Yajhadhikara. On 
Pafcaratra tradition, the details of iconometry are found in Sdtvata samhita, 
Jayakhya samhita, Padma samhita, Bhargava tantra and Sriprasna samhita and 


so on. 


5.3.4. Madhyama dasa-idla (Stri-mdana — Female icon) 
Madhyama dasa-tala (120 angulas) is applicable for the female icons of 
Sridevi and Bhiidevi and some male divinities.! The following table presents the 


vertical measurement in this td/a applicable to female icons:- 


VERTICAL MEASUREMENTS VAK BCS SCS 
(MANA) YAJ SKL | KSS | Bhargava 


Height of usnisa hl. =| 


From bottom of usnisa to end of 
front hair 
line ssl Pe bed 


Cc 


1.0 
3.0 
13 


a. From end of front hair to eye- 4 
4 


is 
call 


1.0 
4.0 3.0 
Face Sas 
4.6 6 4.6 
b. From aksi-siitra to nose-tip 44 
e. From nose-tip tojaw-limit | 36 | 36 [36] 36 [| _ 


gala 


chest-limit 


onyania 


' VAK.23, p.169: 
atha devyoh mdnam — madhyamam dasatalam savimSatisatangulam trinatam dvibhujam 
samabhangam natamanam caturangulam sridevyad daksinapddam sthitam vamapadam 
kuficitam daksinahastam prasaritam tadirumilalambitam vamam padmadharam 
hemabham // mahidevya vamapddam sthitam daksinapddam kujicitam daksinahastam 
utpaladharam vamam prasaritam tadurumulalambitam Syamabham 
kiritadyabharananvitam // 
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VERTICAL MEASUREMENTS | VAK 
(MANA) 


ength of thigh 
leight of knee 


Length of foreleg 
Height of foo 


Tala system is meant for the proportionate measurement of the icon 
from the soul of the foot to usnisa on the top. The height of the pedestal and 
makuta is not included here. In the (dla system, uttama dasa-tala has four 
angulas more than madhyma dasa-tdala. However, the icons of Sridevi and 
Bhidevi do not have the height of the icon of Visnu. Their icons (foot to head), 
may have the height equal to eye-level (netrdnia), ear-level (karndnia), hiccup- 


line (hikkanta) or breastnut (stananta) of the icon of Visnu.' 


In the study of the icons of Government Museum, Chennai, Sridevi and 
Bhidevi consorting Visnu (Accn. Nos.2 and 31) are in madhyama-dasa-tala 


measurement, 


5.4. Comparative measurement of different types of icons 
According to the prescriptions of Vaikhdnasa tradition, the kautuka-bera 
should always be fashioned in uttama daSa-tala. Two-fifth of the total height of 
the dhruva-bera is the best size (ultama) of kautuka-bera; two third of ullama 
size is of medium grade (madhyama); one third of uttama is of adhama grade,” 


The utsava-bera has the same measurement if the dhruva-bera is established in 


' VAK.19, p.102: 
devasya bahumdanam standntam va devyormanam / 
Visvaksena.10.88: 
devasya bahumilantam devinamiti cocchrayam / 
standntam va munisrestha cocchrayam paripathyate // 
” KRA.6.16-17a: 
dhruvaberagnibhage tu dvibhagam parigrhya ca/ 
taddvibhagam tridha krtva samstaricottiamam bhavet // 
dvibhagam madhyamam proktamekabhagam tathadhamam / 
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ekabera mode.' Bali-bera should have the size of one tala of the dhruva-bera i.e. 
the height of the face of dhruva-bera.’ One third of the total height of dhruva- 
bera is the uttama measurement of kautuka-bera, snapana-bera and utsava- 


bera, as per Atri.* 


Atri’s calculation of the size of kautuka-bera is different. Total height of 
dhruva-bera is divided into nine equal parts. Kautuka-bera measuring five parts 
is uttama; it is madhyama if it measures four parts; and, it is adhama if it is of 
three parts. Finally, in the diminishing order, Kautuka-bera measuring one part 


of nine division of miila-bera is adhamadhama.* 


According Padma samhita® holds the view: karmarcaé should have the 
height of one-tenth of the total height of mila-bera. This icon may have the 
height of twelve, sixteen, eighteen or twenty-four dehalabdhangulas (angulas 
‘applicable to dhruva-bera) proportionately. On the other hand, karmarca may 


have the height of twenty-four, eighteen, sixteen, twelve, eight, six or four 


' KRA.6.18a: 
ekaberam dhruvam cetsydat tatsamam cautsavam matam / 

> KRA.6,18b: 
dhruvaberamukhotsedham baliberam prakalpayet // 

* SAA.24.11b-12: 
dhruvaberasya manam yat tribhagam karayecca tat // 
tasyaikabhagamanam tu kautukam cottamam bhavet / 
snapanam ca tatha bimbamutsavam ca tathaiva ca // 

* SAA.24.14b-15, 18b-19a: 
dhruvaberam navamsam tatkrtvaikamsam vyapohya ca // 
Sesamsam tam dvidha kuryddekabhagena sammitam / 
uttamam madhyamam caiva tatkautukamudahrtam // 
dhruvaberam navamsam tatkrtvaikamsena kautukam // 

; adhamdadhamamityuktam yathasaktya tu kdrayet / 

* Padma (Kriya).19.4b-10a: 
dhruvaberasamucchraye vibhakte dasadha sati // 
ekamsena pratikrteh karmarcayah samucchrayah / 
dvadasamsena yadva syat sodasamsena va bhavet // 
yadvastadasabhdagena caturvimsamsameva va / 
mahdberangulapeksa yadva tasyah samunnatih // 
caturvimsdangula yadva bhavedastadasangula / 
sodasangulamana va yadva sydd dvadasangula // 
astangulathava yadva sadangulasamucchraya / 
caturangukamana va yadva manangulena tu/ 
ptrvoktangulamdanani kartavyani yatharuci / 
balitirthapratikrtih sayanotthanakautukam // 
karmarcasammitotsedhah kathitah kamalasana / 
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manangulas (standard angula). Other functional icons viz. bali-bera, tirtha-bera 
and sayana-bera, should measure the same height of kautuka-bera (karmarca). 


utsava-bera should have the height of one-third of the height of dhruva-bera.' 


Visvaksena samhitd presents another type of comparative measurement 
of the icons in the temple: kautuka-bera with the height of one-third, one-fourth 
and one-fifth of milabera is uttama, madhyama and hina (adhama) 
respectively.” Alternatively, kKautuka-bera may have the height of twenty-four, 
eighteen, sixteen, twelve and eight proportionate to mila-bera.’ utsava-bera 
should have the height of half of the mila-bera or one-third of the same. 
Snapana-bera must be with the height of one-fifth of the mila-bera or it may be 
equal to utsava-bera in height.’ One-third of the height of the utsava-bera is the 
height of bali-bera.> On the other hand, its height may be equal to karmarca.° 
Again, bali-bera measuring eleven and quarter argulas proportionate to the 
digit of angustha of milabera is uttama; it is madhyama if the height is eleven 
angulas; and, it is in adhama grade if it has the height of eight argulas.’ 


Tirthabimba should be equal to bali-bera.® 


' Padma (Kriya).19.14a: 
utsavarca trtiyamsamutsedho ’tahva bhavet/ 
* Visvaksena.10.43-44a: 
miilaberasya dirghasya tribhagaikam tu kautukam / 
vedabhagaikabhagam va bhiitabhagaikabhagikam // 
Srestham madhyamahinam tu trividham kautukam / 
3 Visvaksena.10.47b-48: 
trigunastangulotsedham athavastadasdngulam // 
sodasadngulakam vapi dvadasdngulameva va/ 
athavastangulotsedham balibimbamathocyate/ 
‘ Visvaksena.10.43a: 
utsavapratimdyamamt snapanarcattu kdrayet / 
3 Visvaksena.10.45b: 
tadgunamscaikabhagam tu baliberocchrayam bhavet // 
® Visvaksena.10.46a: 
karmarcayah pramanam va kuryddva laksanam bhavet/ 
’ Visvaksena.10.49-50: 
padadhikadasaikam tu angusthangulina mune / 
balim bimbocchrayam krtva cottamam parikirtitam // 
ekadasangulotsedham balim madhyamakautukam / 
astangulam va kurvita balibimbadhamam bhavet // 
8 Visvaksena.10.51a: 
tirthabimbam tathaiva sydditi Sdstrasya niscayam / 
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_ CHAPTER VI 


“AL ICONS OF GOVERNMENT MUSEUM, CHENNAI 


The Governne Museum, Chennai, has a high reputation for the vast 
collection of prestigious ny ‘cons of Buddhist, Jain and Hindu themes. This 
Museum had an opportunity to get the icons from all the adjacent states where 
metal icons were in use comparable to northern belt of India. A number of 
temples dedicated to Visnu, Siva, Sakti and their sub-groups, had promoted the 
development of iconography in the South especially in Tamil Nadu where the 
temples are still alive with a number of metal icons housed therein under 
worship. This study focuses on the metal icons of Visnu housed in this Museum. 
The metal icons of Vaisnava theme in the Museum are innumerable and they 
are about 400 in number. The collection includes different forms of Visnu — 
sthanaka (standing), dsina (seated), avataras (incarnations) of Visnu such as 
Narasimha, Rama and Krsna, female divinities, attendant/subordinate deities 


like Sudarsana, Visvaksena and so on. 


This thesis focuses on the study of fortytwo selected icons of Visnu both 
in sthanaka (standing) and dsina (seated) stances comprising both temple icons 
and domestic icons (grharca). Each icon, based on either Pdficardatra or 
Vaikhanasa tradition, has some unique features reflecting the principles of 


Agamic traditions as well as non-Agamic but regional variations. 


The icons of Visnu in this study are classified in the following manner: 


Standing icons of Visnu 
ee LS : 
1 Visnu with Prayoga-cakra, sankha, abhaya and gada 


2| | Visnu with cakra, sankha, gada and padma in abhaya 


es) 


Visnu with cakra, sankha, gada and padma in pallava-hasta 


[ ——+—-+ 
Visnu as Kesava with sankha, cakra, padma and gada 
ari 


Visnu with cakra, sankha, abhaya and gada 


a) 
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6| | Visnu with cakra, sankha, abhaya and katihasta/iiruhasta 
“#| | Visnu with cakra, fankha, abhaya and varada 
8| | Visnu with cakra, sankha, varada and aruhasta a ~~ | 
Ss: 
Seated icons of Visnu 


9 | Visnu with cakra, sankha, both padma and gada in pallava-hasta 
10. Visnu with cakra, Sankha, padma in kataka-hasta and gada in pallava-- 


_ hasta 


11 | | Visnu with cakra, sankha, both padma and gada in kataka-hasta 


12 Visnu with cakra, sankha, abhaya and simhakarna/ahiya-varada 


| Visnu with Consorts . 


3] | Standing Visnu (four armed) with consorts 


| 


14] | Seated Visnu (two armed) with consorts 


Lt : 


All icons are explained with illustrations. Many of these icons are 
generally put on display at the Museum one time or other as representative 
icons of different periods and areas in last sixty years. These icons cover the 
period from 8" century AD to 18" century AD. Hence, these icons have been 


taken up for a study along with Agamas. 
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6.1. Sthanaka (standing) icons of Visnu 


Visnu, Agaraohai, Thanjavur District, Acen. No.917/78 


This beautiful icon of Visnu in samapddasthanaka standing posture is 


unique with reference to the tall kirifa and prayoga-cakra. The pedestal has two 


major divisions viz., upapitha and 
padmapitha, The components of the 
square upapitha from bottom to top 
are: updna, kampa, padma, kumuda, 
kampa, kantha, kampa and 
mahapatti, the mildly _ elliptical 
padmapitha consists of the 
components from the bottom: 
adhodala, pattika and iardhvadala 
with support for the foot-plate 
serving as karnika unusually convex 
instead of flat. The adhodala has 


also prominent upadala. 


This icon holds prayoga-cakra 
in the back right hand and sankha 
(daksinavarta) in the back left hand, 
both hands in kartarimukha in which 
the palm is turned sidewise. Even 
the stretched fingers i.e. tarjani 
(index finger) and madhyama 
(middle finger) are in a very natural 
way. The mid part of cakra (drakiita 
or nabhi)) is unusually very wide 
proportionate to the natural size of 
Sankha. The cakra has flames on 


four sides of the rim (nemi) and two 


Fig.18. Visnu, Accn. No.4 


flames issue from the middle of the cakra (nabhi) on both sides. The Sanikha has 
four flames, two on the sides, one on the top and one in the frontal side. The 
Sankha and cakra lean towards inside and they are supported by the extension 
of skandhamala, The lower right hand is abhaya-hasta. The lower left hand 
with the upturned palm is placed near the upper part of the thigh like aruhasta 
but slightly brought forward. The position of the hand and a small cavity on the 
foot plate confirms gada in this hand.' The gada is missing. The arms offshoot 
at bahumila. Three ratnavalayas adorn the manibandha and the crook of all the 
hands has one valayas. Keyiras with beautiful padma-purimas are present just 
above the karpara-valaya on all four hands, All fingers except the middle finger 


(madhyama) have the anguliya (ring) in the second parva of the fingers. 


The face is round with well-proportioned eyes, eyebrows, prominent 
nose and pronouncing lips. The kirita-makuta measures one and half times of 
the face in height. Ratnapatia above lalatapatta is beautifully designed with 
small floral purimas. Makara-purima in the front of kirita is very large both in 
height and width. Side purimas are small. Mala in torana fashion begins from 
the mouth of makara, runs above the side purimas and ends on the mouth of 
makara at the back side. Abhiseka (central part of makuta) is designed like 
ratnakacita. Pearl strings, broad rainapatta, padma and kaustubha (mukula) 
beautify the abhiseka on the top. Karnapuspa, karnapuira and makara-kundalas 
with the string (avatamsa) attached to both adorn the ears. The neck is 
proportionately slightly narrow. A kanthi (upagriva), two rows of broad 
necklaces and one thin Adra adorn the chest. Prominent Srivatsa is present on 
the right chest. A thick three-stranded yajfopavita has a broad fastening over 
the left breast where the stanasiitra and urassiitra (pralambasitra) bifurcate. 
The yajnopavita extends up to katisiitra level. The wide udarabandha with a 


small decorated medallion is naturally fixed at the hrdaydvadhi level. Pitambara 


' According to Padma samhita (Kriya. 20.81b-82a), while holding gada; the hand should be 2 
angulas away from the hip of the icon. According to Ndradiya Samhita (13.182b-183a), the palm 
of the hand holding gada must be to the level of katisutra, In the absence of gada the hand 
remains touching the hip'or it may be katydlambana. 
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is fashioned like hastisundika and 
has horizontal lines. The uttariya is 
wound with sashes falling 
beautifully at the sides. A broad 
katibandha with unusually large 
krtrimavaktra (lion-face) adorn the 
waist with adrudama. Extension of 
cloth/ spiral- like string is present 
above the ankle only on the right 


leg. Padasaras adorn the feet. 


While looking at the back, 
what is fascinating is the beautiful 
makarakuta of makuta, The ringlets 
of hair are radially arranged 
proportionately and in consonance 
with the hdra at the backside of the 
neck. The sirascakra is beautifully 
placed behind at the aksisiitra level 


the kirita with festoons issuing from 


the wide central knob with lotus 


Fig.19. Visnu, Accn. No.917/78 


ike spokes. O the unique 
like spokes. One of the unique back view 


features of this icon is: the 

yajnasitra, the stanasitra and urassitra bifurcate from the knot also at the 
backside. Kacca of pitambara is placed exactly at the place where it is supposed 
to be. The sashes of the uttariya is beautifully knotted and placed on the sides 
of the hip. 

What is noteworthy in this icon is the absence of prabhasanku and two 
holes in the kantha part of upapitha for processional purpose though this is 
created with high level carvings of ornamentation and with the attributes with 
beautiful flames and other details. From the stylistic features, this marti can be 


placed in the 12"-13" Century AD. 
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Visnu, Locality unknown, Accn. No.4 


This icon of Visnu_ in 
samapadasthanaka standing posture 
is one of the master pieces to 
present the exact theme of 
Pafcaratra Agama in spite of the 
size of the icon to be not more than 
half foot. It is observed 
iconographically as “careful 
moulding and exquisite finish 
combine with decorative detail to 
make this little icon one the gems of 


the collection”! 


The pedestal has 
two major divisions viz., upapitha 
and padmapitha. The components 
of the rectangular upapitha from 
bottom to top are: upana, kampa, 
jagati, kumuda, kampa, kantha, 
kampa, padma and iirdhvapatti. The 
padmapitha is round and it consists 
of adhodala, paftika and airdhvadala 
with concave karinkd as foot-plate. 
The jatibandhana is very close and 


intact. Prabhdsanku (props) or 


prabha-susira (socket) are absent. 


The face is round in shape. 


Fig.20. Visnu, Accn. No. 4 


The kirita measuring almost same to 


the height of the face indicates its affinity to the early phase. Ratnapatia above 


' FH. Gravely and T.N. Ramachandran , The catalogue of Hindu Metal Icons of Government 
Museum, Madras, p. 
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lalatapatia is corroded. Makara-purima in the front of kirita is very large. Side 
purimas are small. Details of purima on abhiseka are not traceable. Pear! 
strings, broad ratnapatia, padma and kaustubha (mukula) are present above 
abhiseka. Simple karnapuspa, karnapira and makara-kundalas adorn the ears. 
The facial features especially the places around the lips are very natural and 


they complement the benign nature (sawmya) of the divine form. 


The upper tip of the kartarimukha of the back hands at the level of just 
below the hikka-siitra keeps the upper part of the flames of the sarikha and 
cakra to the level of netrasiitra. The prayoga-cakra on the right side has four 
flames at the sides of the rim and two flames on both sides of nabhi of cakra. 
Sankha on left side has six flames, one on the top, one at the bottom, two on the 
sides and two flames in front and back side. The lower right hand has abhaya- 
mudra but the fingers above the stanasiitra, holding a padma with stem between 
angustha and tarjani.' The lower left hand with upturned palm is projected 
forward and is placed on the top of the gada with its bulbous end placed on the 
karnika (foot-plate) of the padmapitha. The index finger and the little finger of 
this hand slightly raised up indicate the holding of gada at ease (laghava). One- 
third of lower portion of gadd is created as bulbous with the handle of the gada 
with three rings. The arms bifurcate at bahumiala, All hands have one valaya at 


the wrist, one valaya above kurpara and keyiras. 


A kanthi and a simple hara adorn the chest. The traces of Srivatsa in 
triangular form are noticeable on the right chest. The yajfasiitra, unusually 
without knot, bifurcates exactly in the middle of the chest just below the breast 
as stanasitra, yajhasiitra and urassitra (pralambasitra) which goes inside the 
katibandha. A thin udarabandha at the hrdayavadhi level, depression at nabhi 


and slight projection of the stomach below nabhi are very emphatic. 


' As per Padma samhita (Kriya. 20.77-78), the tip of the middle finger must be to the level of 
stanasutra with the distance of twelve arigulas from the breast—nut (stana-cucuka). A lotus stem 
should be present between the angustha and tarjani. 
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Pitambara is so nicely 
worked that shows the limbs 
delicately through. The lower part 
of the girdle, instead of forming the 
conventional median loop, extends 
right across both the thighs and does 
not even hang very low. The 
katibandha is wide but without 
simha-mukha_ clasp. Padasaras 


adorn the feet. 


The back view of the icon is 
important to notice some unique 
features. The sirascakra with little 
ornamental is placed exactly at the 
back and issuing a festoon from its 
central loop. It has lotus petal-like 
spokes almost resembling — the 
spokes (ara) of the cakra. The 
tresses of hair are radially arranged. 
The backside of hdra and pralamba- 
sitra is not shown. The kacca at the 
back is shown in inverted manner 


comparable to other icons. 


From the size of the icon, one 


can consider this to be a kautuka- 


bera or grharcabera. As the size of 


Fig.21. Visnu, Accn. No.4, 
back view 


the icon is above six argulas, as per 


Naradiya samhita,' there is no 


' As per Naradiya samhita (13.348-349), the height of the kKarmarca (kautuka-bera) must not be 
less than six mdndngulas (standard angulas) and not more than twelve mdndrigulas. On the 


130 


problem of taking this to be a kKautuka-bera provided the milabera of the shrine 
to be ten times the height of the kautuka-bera. The absence of prabhdsanku 
may pose a problem but it is optional. However, the corrosion on the forehead 
where tilaka made of kasturi has left the deep impression is very indicative of 
high a level usage which is possible only in the temple. Therefore, this icon may 
be taken as kautuka-bera (nityostsva-bera) as well as sndna-bera having daily 


ritualistic bath in the Visnu temples. 


Evidently, the prayoga-cakra, the flames of sankha and cakra leaning 
towards the shoulder, the proportionate size of the kirifa, simple 
ornamentation and the components of upapitha and the padma in the lower 
right hand all combine to suggest an early date, undoubtedly not later than 9" 


Century AD. 


other hand, its height must be one tenth of the height of the mula-bera (dhruva-bera) i.e, one 
tala of the latter. 
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Visnu, Locality Unknown. Accn. No.3 

This icon of Visnu_ in 
samapada-sthanaka style is one of 
the earliest specimens of Paficaratra 
theme. The missing pedestal and 
the foot-plate confirm the following 
of jatibandhana procedure as per 


the injunctions of the dgamas. 


The face is little ovoid and 
the treatment of eyes and other 
facial features indicate the benign 
nature. The kirita-makuta measures 
one and half times of the face in 
height. A broad ratnapatia is 
beautifully designed with a small 
floral purima in the front. Makara- 
purima in the front of kirita is very 
large. Side purimas are small. Mala 
in torana fashion begin from the 
mouth of makara, runs above the 
side purimas and ends on the mouth 
of makara at the back side. The 
details of abhiseka are corroded. At 


the back side of kirita, the 


horizontal rings below the upper 
ratnapatia give the appearance of Fig. 22. Visnu, Acen. No.3 

karanda but the size and the 

structure of kirifa do not permit to consider this to be karanda-makuta. Broad 
ratnapatia, padma and kaustubha (mukula) beautify the abhiseka on the top. 


Karnapiira and large makara-kundalas adorn the ears of which the earlobes 
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(karnapasa) are turned sidewise suggesting the movement of makara-kundalas 
as moving makara-kundalas in the religious Tamil hymns (Divyaprabandham)' 
of Vaisnava saints (Alvars) who were the root cause of spreading of Vaisnava 


Bhakti Movement of Tamil Country. 


The upper tips of the kartarimukha of the upper hands are at the level 
of just below the hikkd-siitra with the palm turned towards the onlooker. The 
tip of the upper flame of the sarikha and cakra are to the level of just below 
netrasttra, The unique feature here is the cakra and Sankha are not on the tip of 
the kartarimukha but inserted between the two stretched fingers.’ The prayoga- 
cakra on the right side has three flames, one on the top and one on both sides of 
nabhi of cakra. Sankha (daksinavarta) on left side has three flames, one on the 


top and two on the sides. 


The lower right hand has abhaya-mudra but slightly leaning outwards 
with the tip of the fingers just above the stanasdtra holding a padma with stem 
between angustha and tarjani. The lower left hand with upturned palm is 
slightly projected forward and is placed on the top of the gada with its mildly 
bulbous end placed on the projected part of foot-plate supposed to be the 
karinka of the padmapitha which is missing. The index finger and the little 
finger of this hand are slightly raised up indicating gadd held at ease (laghava). 
The one third of lower portion of gadd is created as slightly bulbous with the 
handle diminishing in size towards the top which confirms to follow the rule of 


the Agamic principles.’ The gadé has one wide ring in the middle of the 


' Tiruvaymoli of Nammialvar. 8.8.1 

> Padma samhita (Kriya.20.82, 84 and 89) and Ndradiya samhita (13.179-180a) describe position 
of the sankha and cakra on the upper hands in kartarimukha in which tarjani (index finger) and 
madhyama (middle finger) combined together hold the sarikha and cakra. These texts do not 
mention the tip of the stretched fingers. Therefore, the sculptor of this icon could have created 
Sankha and cakra as inserted between the fingers rather on the tip of kartarimukha. 

* As per Padma samhita (Kriya.20.77-78), the tip of the middle finger must be to the level of 
stanasttra with the distance of 12 afigulas from the breast—nut (Stana-ciicuka), A lotus stem 
should be present between the avigustha and tarjani. 

: According to Padma samhita (Kriya. 20.80-81a), the gada must be of four sd/a in the length. 
The broader portion should be at the bottom and the thin portion should be at the top and must 
be held in the upturned palm of the lower left hand, The broader portion has to be 3 arigulas 
and thinner portion is one angula and madhyama should be 2.5 arigulas. 
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bulbous part and one both at top and bottom of the same. The handle has four 
rings. The arms bifurcate at bahumila. All hands have three broad valayas at 
the wrist. The keyaras of the upper part of the front hands have large 
makarakuta which remains from kaksasdtra up to kurpara. The anguliyas are 


present on all the fingers. The keyiiras of the back hands are turned sidewise. 


The neck with three valayas (kambugriva) is adorned with kanthi 
(upagriva). Hara and kaustubha-hara with five beaded pendants are present on 


the chest where Srivatsa is not traceable due to corrosion. 


The yajnopavita is unusually four stranded and appears to be made of 
pearl (muktd-yajnopavita). A broad fastening of yajfopavita is seen above the 
kaksasitra level where the pralambasitra bifurcates and remains as an 
individual one both in the front side as well as the back side. What is 
noteworthy is the absence of stanasiitra which is common in the icons of 7" - 8" 
Centuries AD. Udarabandha with central medallion is present just above the 


naval instead of at the level of the hrdaydvadhisitra. 


The pitambara is depicted in a refined manner. The folds are suggested 
by single thick lines curving upwards. The katisiitra is shown as pearl string. 
The katibandha has a knot with a beautiful loop on either side. The broad 
median loop of the uttariya has cast off the semi-circular form. The drudama is 
longer. There are only two bands of the sash going through the waist. 
Bhujangavalaya/pddapatra, an important ornament of the shank (jarnghda) is 
present only on the right leg. Padavalaya/pddasaras/ pddajala is absent in this 


icon. 


The backside of this icon exhibits some unique features. The Sirascakra 
is not circular but the spokes (ara) are arranged radially with central festoons as 
if twisted which is generally known as ‘kontaippi’ in the Northern Tamil 
country. The tresses are also shown in the twisted style as in the Sirascakra. The 
pralambasiitra and yajfopavita are shown separately. The stripes on the 


pitambara and the beautiful modelling of this metal icon are noteworthy. 
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The position of the 
prayoga-cakra without flames on 
the rims except the top is similar 
to the stone relief icons of Visnu 
and Harihara in Adivaraha rock 
cut (Pdadramesvara Mahdavaraha 
Visnugrha), Vardha Rock-cut 
both at Mahabalipuram, 
Ranganatha cave temple at 
Namakkal and Visnu painting in 
Kailasanatha temple at 
Kanchipuram. The stanasitra is 
absent in the aforementioned 
icons as well as those found at 
southern Tamil country. The 
division of pralambasitra and its 
position in both sides can be 
noticed in the above places. 
Considering these facts, the 
present icon is fit to be dated to 


the 8" Century AD. 


‘ig.23. Visnu, Acen. No.3, back view 


Visnu, Siddhavazhuvur, Thanjavur District, Acen. No. 625/68 


The icon of Visnu_ in 
samapadasthanaka standing 
posture is one of the earliest icons 
adhering to the prescriptions of 
Pafcaratra Agamas though this is 
much corroded probably due to 
high usages in the temple as 
kautuka-bera or sndna-bera. The 
round foot-plate indicates the 
possibility of the — circular 


padmapitha which is not available. 


The benign face is little oval 
with double chin. The conical 
kirita-makuta has the height of the 
face. Broad ratnapatta above lalata 
is beautifully designed. Makara- 
purima in the front of kirifa is 
large. Side purimas are small. 
Other details of kirifa are 
corroded. Abhiseka (central part of 
makuta) is designed like 
ratnakacita. Pearl strings, broad 
ratnapatia, padma and kaustubha 
(mukula) beautify the abhiseka on 
the top. The makara-kundalas are 


prominent though corroded. 


Fig.24. Visnu, Acen. No.625/68 


The upper tips of the kartarimukha of the upper hands turned sidewise, 


are at the level of the hikka-sitra leaning towards inside. The tip of the upper 


flame of the sankha and cakra are to the level of bhrisitra. The unique feature 


here is the cakra and sankha are not on the tip of the kartarimukha but inserted 
between the two stretched fingers. The prayoga-cakra on the right side has five 
flames, one on the top, two on sides of the rim and one on both sides of nabhi 
of cakra. Sankha (daksinavarta) on left side has five flames, one on the top, two 
on the sides, one in front and one at the back. The lower right hand with 
abhaya-mudra is slightly away more than the prescribed distance’ probably, 
because the back hands are also away from the body with the tip of the fingers 
at the level of stanasitra, holding a padma with stem between angustha and 
tarjani.’ The lower left hand with upturned palm, with the index finger and the 
little finger of this hand slightly raised, is slightly projected forward and is 
placed on the top of gadd with its mildly bulbous end placed on the foot-plate. 
The lower portion of gada slightly bulbous with the conical end resting on the 
foot-plate has a long handle with four rings. The arms bifurcate at bahumiula. 
All hands have three valayas at the wrist. The keyaras on the upper part (bahu) 
of the front hands have large makarakita which remains from kaksasitra up to 
kurpara. The anguliyas are traceable on all the fingers. The traces of keyaras of 


the back hands are noticeable. 


Skandhamala, kanthi and a broad hdra are present. The strip-like 
yajriopavita has a broad fastening above the kaksasiitra on the left where the 
stanasitra bifurcates. Pralambasitra is not traceable. A wide udarabandha is 


well placed above the nabhi. 


The kati-vastra is well knotted forming a central loop below his naval. 
Katibandha, katisiitra and drudama are noticeable but the details are corroded. 
The pitambara is fashioned like hastisundika and the sashes are seen on both 
the sides. Bhujangavalaya/paddapatra, an ornament is seen only on the shank 


(jangha) of the right leg. Padasaras adorn the feet of the icon. 


' According to Vimdndrcanakalpa (Patala 22, p.160), the tip of the middle finger of abhaya- 
hasta must be at the level of breast-nut of the icon at the distance of thirteen arigulas but it is 
twelve argulas, as per Padma samhita (Kriya.20,77-78). Vide. Details in terminology. 

? As per Padma samhita (Kriya. 20.77-78), the tip of the middle finger must be to the level of 
stanasutra with the distance of 12 anigulas from the breast—-nut (stana-cucuka), A lotus stem 
should be present between the arigustha and tarjani. 
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Looking at the back of 


Visnu, the kirita is well 
proportioned and it is little high 
with a top knob. The Sirascakra is 
placed at the back of the kirita with 
a tassel from its central portion. The 
hair locks are shown in ringlets and 
are placed at the back of nap of the 
neck in an ornamental way. The 
shoulders and chest are shown as 
powerful and his lower abdomen is 
slender. The pitambara with back 
kacca has horizontal lines. On the 
basis of stylistic features, this marti 


can be dated to the 9"" Century AD. 
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Fig.25. Visnu, Accn. No. 625/68, 
back view 


Visnu, Locality unknown, Accn. No. 6 

This icon of Visnu depicted 
in samapdda-sthanaka _ standing 
stance, datable to 13'"-14" Century 
AD, is noteworthy for the details in 
spite of its size less than six inches. 
The pitha has two sections viz., 
square upapitha and _ circular 
padmapitha, Upapitha consists of 
upana, padma, kumuda, kampa, 
kantha (with pdda design), kampa 
and ardhvapatti. The circular 
padmapitha comprises of adhodala, 
urdhvadala and karnika supporting 


the foot plate of the icon. 


The face is slightly oval with 
beautiful facial features but cubuka 
region is narrower. The slightly 
conical kirita-makuta measures one 
and half times of the face in height. 
Ratnapatia above laldta-patta is thin 


supporting makara-purima in the 


front of Kkirita. Mala in torana 
i “a 
fashion begins from the mouth of j yin @ \\\ a 
"Sam = | 
makara, runs above the side Pore et 


purimas and ends on the mouth of 
makara at the back side but the 


details are slightly corroded. 


Abhiseka (central part of makuta) 


Fig.26. Visnu, Accn. No.6 


is designed like ratnakacita. Pearl 
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strings, broad ratnapatta, padma and kaustubha (mukula) beautify the abhiseka 
on the top. Large karnapuspa, karnapira and kundalas resembling the shape 


of makra adorn the ears. 


In this four-armed icon of Visnu, the upper hands hold kartarimukha. 
The stretched fingers of right hand are broken above the first parva (digit) 
hence, cakra is not traceable. The tip of the stretched finger of the 
kartarimukha remains very much below the level of hikkd-sitra, The upper left 
hand, very much leaning to the shoulder, holds sankha (vamavarta) with its tip 
of upper flame remaining at the level of bhrii-siitra. Sankha has four flames, 
one on the top, two on the sides and one at the bottom which is turned inside. 
The lower right hand is broken at the wrist. However, the position indicates 
abhaya-mudra with the tip of the middle finger below stana-sitra, The lower 
left hand is katyavalambita. The position of the upturned palm brought little 
forward and a small socket on the foot plate suggest possibility of gada in the 
hand. Skandhamala with its upper part resembling the course of makara- 
kundala, bahumala on the left shoulder, kaksamala on the right shoulder, 
keyutra above the crook, argada at the crook, one ratna-valaya at the wrist 


adorn the hands. 


Kanthi, graiveyaka and hara are shown like simple strings. Srivatsa in 
triangular form also adorn the upper torso. Yajfopavita has the fastening on the 
left chest. Stana-siitra below the breast level, yajfasiitra extending upto 
katibandha and urassitra/pralambasitra running inside katibandha are shown 
in the form of simple threads. Udarabandha has three bands only on the front 


side. 


The pitambara is designed in hastisundika fashion with thick ends 
(ambaranta). Katibandha is beautifully designed with central medallion in 
floral design. The semi-circular loop of uttariya in the front, arudama and 
sashes of utfariya on the sides add beauty to pitambara. The portion of the icon 


at the level of the upper thigh is wide generally shown in the female icons. 
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Padapatra (bhujangavalaya) in the 
form of coils is noticeable on the 
left leg above the ankle. Pddasaras 


adorn the feet. 


At the back side of this icon, 
Sirascakra is beautifully placed at 
the bottom of kirita. It is fashioned 
with multi-spokes and a_ broad 
knob with The 


central tassels. 


ringlets of hair are arranged 
radially at the back of the nap of 
the neck within the limit of kanthi 
and other two haras. The kacca is 
clearly shown above ultariya and 


below katibandha. 


The head slightly leans on 
the right side. All embellishments 
are shown simply without much 
ornamentation, plausibly due to the 
size of the icon. Based on the size 
of the icon and absence of ring or 
hole on the _ pedestal for 
processional reason, this icon can 
be taken as snapana-bera, tirtha- 


bera or grharca (domestic icon). 
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Fig.27. Visnu, Accn. No. 6, back view 


Visnu, Palani, Dindugul District, Acen. No. 94-5/48 


This standing icon of Visnu 
in samapdadastanaka is noteworthy 
for its unique features. The 
pedestal has two major divisions 
viz., upapitha and padmapitha. The 
rectangular upapitha is a typical 
vedikasana with updna, kantha and 
tirdhva-pattika. There are two 
props (prabhdsanku), unusually 
larger, on upapitha to hold 
prabhavali. Padmapitha is in 
circular form consisting of two 
components adhodala and 


urdhvadala. 


The round face with bulging 
nose, obviously unusual with 
reference to iconometry, and other 
facial features of Chera idiom, is 
decorated with a beautiful kirita- 
makuta, which is noteworthy for its 


decorative components. The base 


of kirita with ratnapatia beneath 
exactly fits to the head at kesdnta. Fig.28, Visnu, Accn. No.94-5/48 

The front side of ratnapatta is decorated with patrapurima. The middle part of 
kirita (abhiseka) is plain with simple four-petaled puspapurima on all sides with 
puspamala-torana design. The upper part of kirifa has typical components: 
ratnapatia with puspapurima, mahapadma, kumuda and stupi (mukula/bud) 


from bottom. Makara-kundalas are very prominent adorning the ears as if 


competing with wave-like tresses of hair which are spread on the sides like 


vikirna-jata. The tresses of hairs fall also on the shoulders and vaksasthala. 


Of the four hands offshooting from the crook, the upper hands have 
kartarimukha-like gesture facing upwards. The sankha and cakra rest on the 
palm supported by the index finger at the back from where a triband (tri-yasti) 
arch-like semi-circular frame emerges extending to the level of mahdpadma of 
kirita. Semi-profile cakra has five flames, one on the top, two on the sides and 
two from the nabhi of cakra on both sides. Sankha (daksinavarta) has typical 


crowning ornament but no flame if found. 


The lower right hand with pallava-mudra holds in the palm a full 
blown padma with its karnikd forming like a bud at Ardaydvadhi level. The 
lower left hand as aruhasia holds the handle of gada@ in an unusual manner in 
which all the five unproportionate fingers cling to the upper part of the thigh. 
Keyuras are absent above the elbow. However, keyura-like ornaments are 
present at the wrist of the lower hands and the same in the upper hands in 


inverted style. 


A broad kanthi and hara with kaustubha pendant adorn the neck and 
chest respectively besides tresses of hair on vaksasthala. Udarabandha with the 
knot is present on the upper part of unusual big stomach.’ The yajfopavita 
(without knot) is thick and a thread goes behind. There is no sfanasutra or 


pralambasutra. 


The pitambara, which is very below the navel almost at the lower end of 
the belly, is beautifully worked with flower designs. Uttariya extends up to the 
padapitha with sashes are worked at the end. Pdda-valayas adorn the ankle of 


the feet. 


' This type of stomach known as /ambodara is applicable to the icons below seven tala like 
Vakratunda, Child Krsna and the beings known as bhutas. 
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At the backside, where a semi-circular arch is plain but it is shown as 


triband (tri-yastika) at the front. The kirita is plain at the back. A beautiful and 


small sirascakra with long radially arranged tresses from top of the ear to top of 


the ear reminds one to think of 
vikirna-jata. The bow at the back 
of his kati-vastra is beautiful but 
the garment is plain. 
Undoubtedly, this standing icon of 
Visnu is a creation of Pdfcaratra 
theme as far as the attributes are 
concerned. The tresses of hair and 
pot-belly may be of the regional 
variation. As the prabhasanku 
confirms the position of the 
prabhavali on the pedestal, the 
semi-circular arch resting on the 
hands 


upper remain unsolved, 


because the dgamic texts have 
prescription of the prabhavali only 
on the pedestal. This icon of 
standing Visnu is datable to circa 


14" Century AD. 


Fig.29. Visnu, Acen. No. 94-5/48 
back view 


Visnu, Elumagalur, Mayiladuturai Taluk, Nagapattinam District. 


Acen. No. 254/53 


The early Visnu icons of 
Kerala at Aliennur, Kazhakuttam 
and Eramam, etc. are the best 
specimens following the _ strict 
injunctions of Pdficardtra Agamas 
and silpa-sastra. The icons datable 
prior to 10" Century AD prove 
also that the regional variations are 
less followed but the iconometrical 
and iconographical features remain 
unchanged. As such, the present 
icon of Visnu stands as witness for 
the concept of  icon-making, 
following the local traditions and 
practice without changing the 
theme of the icon. 

This icon of Visnu is in 
samapdada-sthanaka standing 
stance on the pedestal with two 
major divisions. The lower part 
viz., rectangular upapitha consists 
of components from bottom to top: 


upadna, kampa, padma, kampa, 


Fig.30. Visnu, Acen. No.254/53 


kantha, kampa and proportionately very much projected mahdapatti; in addition, 


the upapitha has on the top kampa and angular pattika for the insertion of the 


padmapitha through jatibandhana. The padma moulding here is beautifully 


shown with upadala. The kantha has pddavarga design with criss-cross lines 


with dots inside each square reminding one ratnapattika type. The elliptical 


padmapitha has components: updna, kampa, thin kumuda, adhodala, pattika 
and urdhvadala, The petals (dala) in both adrdhvadala and adhodala are 
beautifully carved with prominent upadala. Instead of providing prabhasanku, 
the lower portion of prabhdavali i.e. pdda-varga (leg/pdda) itself is attached on 


the foot-plate (karnika). 


The facial features and the kirita-makuta of this icon are noteworthy. 
With reference to iconometrical rules, the face is bigger and wider. The nose is 
aquiline, but the ndsdputa (nose-wings) and ndsdgra (tip of the nose) are 
supposed to be equal by which goji (space between the lower part of nose and 
the upper lip) in this icon is very broad. The slightly raised eye-brows (bhralata) 
and the line formed on the forehead, the wide-open eyes, kaninikd (eye-ball) 
carved as if looking down (adhodrsti) and the hair-locks shown on the upper 
part of the ears resembling jvalakesa (flaming hair) gives a little fierce 
appearance rather benign (saumya) attitude. The base of kirifa-makuta exactly 
fits to the head at kesdnta. Ratnapatta at the base of kirita has patrapurima in 
the front side. A string of beads beneath the ratnapatta extending between the 
two ears like an arch is noteworthy.' Abhiseka (middle part of kirita) is plain 
with simple puspapurima on all sides. The upper part of kirita has typical 
components: pattikd, ratnapattika, pattika, kapota designed with ksudrandasika, 
mahdapadma, kampa, banded kumuda and mukula in the shape of lotus-bud 
with four petals prominently appearing on the sides. A circular ring is attached 
almost at the back part of the kirifa with its height up to mahdpadma and its 
width equal to karnanta. The base of the ring is attached to the base of the 
kirita. The ring has three circles (rings), the middle one has ratnapatia design 
and other two are plain. Thin plate within the rim of the ring is attached to the 


crown. 


The hair-locks appearing like jvalakesa are present near the upper part 


of the ear. Prominent makara-kundalas adorn proportionately larger 


‘In the icons of south Tamil Country, the strings of pearls are shown above the forehead but attached 
to the base of ratnapatta. Vide. Accn. No.7,9 etc. 
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karnapasa. A three-stringed kanthi with kaustubha pendant is seen. Bahumila 
with the design of hdra and kaksamala with the design of lotus stem with bud 
adorn the shoulders and the chest respectively. Three-stranded yajnasiitra is 
present with a broad fastening at the Ardaydvadhi level from where the 
pralambasitra offshoots, goes up, bends down and goes down within the 
garments and inside of pddavalaya and extended till the ankle of the left foot. 


Udarabandha is present in the upper part of bulging belly above the naval. 


Of the four hands, the upper hands with the kartarimukha facing 
upwards hold cakra and sankha on right and left sides respectively. The stem 
attached to the lower part of cakra and elongated lower part of sankha remains 
between farjani and madhyama. The cakra has four flames, one on the top, two 
on the sides and one from the nabhi in front side. Sankha has four flames, one 
on the top, two on the sides and one in the front. The lower right hand, with its 
elbow at madhya level and the pallava-hasta raised to the level of hrdayavadhi, 
holds a partly-blossomed lotus. The lower left hand rests on the handle of gada 
of which the bulbous end is placed on the foot-plate. Keyidras at the middle 
part of upper arm (bahumadhya), valayas at the crooks and middle of fore-arm 
(prakosta-madhya) of the front hands and ratnavalayas at the wrists are a little 


wide and they have small medallion in front. 


Pitambara is highly decorative with katibandha with a central medallion 
and the uttariya forming semi-circular loop in front with floral designs. Two 
padavalayas and a long padasaras adorn the feet which are kept very closer 


almost touching each other. 


The back side view of the upper part of the icon tends one to think of 
the manes (sata) of the icon of Narasimha. The hair appears from the base of 
kirita as if combed, and, the coiled ends are arranged from shoulder to shoulder 
evenly rather radially. A small sirascakra with its knob is present at the level of 
back of the mouth. Normally, this type of hair style with sirascakra in such 


fashion is very unique. 
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The lower part of 
prabhavali, extending to the level 
of medhra-sittra of the icon has 
props (Sariku) for the insertion of 
upper portion of prabhdavali. It has 
the components generally found on 
the padavarga (pillar/pilaster) from 
the bottom: yasti, padma, kampa, 
kantha, vrita-kumuda, 
kumbha and 


urdhvapadma, The upper part of 


kampa, 
kampa,_kantha, 
elliptical prabhavali emerges from 
the mouth of makara which is the 
base here. It has nine flames on the 
outer side of the ring and floral 
designs in the middle. It has rings 
on the backside for the insertion of 


the props (sanku). 


Undoubtedly, this icon of 
standing Visnu is Vasudeva, the 
Primordial One, and it fits to the 
icono- 


principles of Pdfcardatra 


graphy. The kirita-makuta is the 


Fig.31. Visnu, Acen. No.254/53 
back view 


characteristic of the art of Kerala of the 17""-18" Centuries AD. However, the 


aquiline nose and the hair style indicate that the sculptor had amalgamated the 


theme of Pdafcaradtra and iconographic variation of the locality which is 


normally permissible in the Vaisnava Agamas. This icon of Visnu is datable to 


17" — 18" Century AD. 
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Visnu, Paruttiyur, Nannilam Taluk, Thanjavur District, Accn. No.879/78 


This is an icon of standing Visnu in samapdadastanaka is depicted on a 
pedestal consisting of two major components viz., upapitha and padmapitha. 
The rectangular upapitha has the 
components from bottom to top: 
upana, jagati, kumuda (projected 
outside the jagati), kampa, kantha, 
kampa and padmavajana.’ The 
padmapitha consist of kampa, 
adhodala and irdhvadala. The 
urdhvadala is noteworthy in this 
icon. Generally, the tip of the 
petals of durdhvadala remains 
outwards like adhodala. Here, all 
the petals of ardhvadala are turned 
towards inside like un-open/partly 
open petals. 

The round face with slightly 
bulging nose, with prominent 


eyebrows, eyes and lips and other 


facial features of Chera idiom, is 


Fig.32. Visnu,Accn. No.879/78 


adorned with a medium size kirita- 
makuta, which is noteworthy for its decorative components. The base of kiritfa, 
with prominent ratnapatta above, exactly fits to the head at kesdnia. The front 
side of ratnapatia has makarakita and purimas on all sides. The middle part of 
kirita (abhiseka) is crowned with major decorative components: kampa, 
ratnapatta, mahdpadma, kumuda and stiipi (mukula/bud) from bottom. Small 


purimas beautify ratnapatta on all sides. Karnapuspa, karnapura and big 


' The terms vdjana, urdvapattika and mahapattikad are invariably used in the silpa and vastu 
texts denoting the topmost projecting component of the major division. This component with 
the urdhvadala (urdhvapadma) and plain strip is known as padmavajana. 
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prominent makara-kundalas adorn the ears in addition to the hair locks behind 
the ears. A kanthi, graiveyaka and noticeable Srivatsa adorn the upper torso. 
Unusually, the breast-nuts (stana-ciicuka) are shown very prominently as if in 


the female icons. 


The hands offshoot at badhumila. The distance between the side of the 
body and elbow of the front hand is less than the distance between the elbow of 
the upper hand and side of the body. The upper hands (para-hasta) with 
kartarimukha turned sidewise and the fingertip are almost to the level of hikka- 
sutra. Cakra is placed on the right hand and sankha is on the left hand in which 
the tip of the upper flame of both attributes is to the level of bhrisitra. Cakra 
has six flames - one on the top, one at bottom, two on sides and two from both 
sides of nabhi. Sankha (vamavarta) has three flames - one on the top and two 
on the sides. The prominent skandhamadla is extended and attached to cakra 
and sankha at sides, probably to support them because of the delicacy of the 
workmanship. The front right hand is broken just after the elbow. The upper 
part of the elbow broken after the bend remains at the level of the nabhi-satra 
and this indicates the hand must remain with pallava-mudra which is supposed 
to hold the padma., The lower left hand with druhasta, slightly turned sidewise, 
holds the edge of the handle of gada. Gada placed on the ardhvadala of the 
pedestal has lost the handle of which a small part remains attached to the palm 
of the left hand. The fingers, gently bent and raised, indicate the holding of 
gada at ease. Two valayas at the wrist, keyiras (with simple purimas) above 


elbow and angada-valaya at the crook adorn the hands. 


A broad yajfopavita is present a broad fastening at the middle of the 
chest with where the pralambasitra off shoot and goes inside the garment. A 
broad udarabandha is noticeable above the naval. The fold of the flesh just 
below the nabhi level which makes the kati-pradesa (waist) wider as in female 


icons. 
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Pitambara is plain and is 
up to the shank region well above 
the ankle. The katibandha is very 
ornamental with krtrimavaktra. 
The uttariya is seen with the 
central loop and its sashes spread 
and its ends are placed so as to 
touch the padmdsana. The 


pdadasaras adorn the feet. 


While looking at the back 
of the icon, one may wonder to 
notice the long tresses of curly 


hair radially arranged from 


shoulder to shoulder. Sirascakra 


’ ‘ : Fig.33. Visnu, Accn.No.879/78 
placed at the back of the kirita is back view 


not in the shape of wheel but six petals are arranged as if in a circular form. 


Kacca of pitambara (well designed) behind is beautifully placed. 


The facial features and hair style, similar to the Visnu icon (Accn.No,94- 
5/48), enables one to consider this icon as Chera idiom. However, the style of 
kartarimukha and the cakra with six flames, similar to the Visnu icons (Accn. 
No.17) tend the researchers and onlookers to ascribe this icon to Southernmost 
Tamil country (Pandyan territory). One can safely conclude that this icon is a 
creation in the region between the present Kerala and Pandyan region. The 
finding of this Visnu icon in the heartland of Cholas might be due to 
transportation of this icon to this region. From the stylistic combination of 
features, this icon is datable to 15" Century and this indicates uncorrupted 
(non-modified) principles of icon making and prevalence of Pdfcaratra 


traditions during this time. 


Visnu as Kesava, Avidi, East Godavari District, Andhra Pradesh, 


Acen. No. 83/44 

The placement of the four 
attributes viz., cakra, sankha, gada and 
padma in different changing modes 
results in twentyfour forms of Visnu, 
generally known as secondary grade 
Vyaha-martis. This unique feature is 
found Pdfcaratra Agama and some 
Purdnas like Agnipurana as well as Silpa 
works like Ripamandana. This iconic 
concept is not found in Vaikhdanasa 
treatises. However, the description of 
twelve martis (Kesava - Damodara) found 
in only one text, viz., Prakirnadhikara' of 
Brghu in which three more attributes viz., 
asi (dagger), dhanus (bow) and khadga 
(sword) poses a question whether it is a 
later inter-polation. The combination of 
attributes mentioned in Prakirnadhikara 
for twelve martis hardly tally with the 
descriptions uniformly found in the 
Pafcaratra literature and some Puranas 
as well as the monuments found in 
Madhya Pradesh and Gujarat. Moreover, 
Prakirnadhikara does not clearly mention 
the order of the ayudhas like Pancardtra 


and other Purdnic literature. 


Fig.34. Visnu as Kesava, 
Acen. No. 83/44 


Kesava, the foremost form of the twenty four forms of Visnu, should 
hold padma, sankha, cakra and gada in clockwise order right from the lower 
right hand, according to Padma samhita' and Hayasirsasamhita’ of Paficaratra 


literature. 


This icon of Visnu in the form of Kesava is depicted in 
samapadasthanaka standing stance on a circular padmapitha over a square 
upapitha, The Components of the square upapitha from bottom to top are: 
updna, padma, kampa, kantha, kampa, mahapatti; the circular padmapitha 
comprises adhodala, kampa, pattika, kampa, tirdhvadala and karnika as the 


support for the foot-plate of the icon. 


In this four-armed icon, the right and left upper hands hold sankha and a 
cakra respectively. The hands are not in usual kartarimukha® but in natural 
way holding the stem attached at the bottom of both sankha and cakra. The 
lower right hand holds the stalk of the lotus which is unusually larger in size 
comparable to the one found in other icons. The lower left hand with bend at 
elbow rose to the Ardaydvadhi-sitra \evel and having the palm and fingers in 
inverted pallava-hasta holds a gada of which the slightly bulbous end is placed 
on the foot-plate. However, according to the prescriptions of a@gamas and 
Silpasdstra, the palm of the hand holding gada should be at the level of 
katisiitra, with the gap of two angulas between the side of the body and the 
palm.’ As such, gada is supposed to have the height of four or five ‘alas 
proportionately, with reference to the icon in standing stance. However, in this 
icon, the gada@ has the measure of 6% or 7 tdlas. The arms offshoot from 
bahumila. The hands are adorned with three valayas at the wrist and keydras 


just above the elbow. The fingers are adorned with rings. 


' Padma (Kriya),16.29b-30: 

? Hayasirsa ‘adi’, 19.4-Sa (cf Smith, Daniel H, op. cit., p.161) 

* Parahasta (back hand) holding Sarikha and cakra should be in kartarimukha, according to 
Padma samhita, Naradiya Samhita and Vimanarcanakalpa. (vide. details of kartarumukha) 

* Padma (Kriyd).20.81b; Ndradiya.13.182b (vide. details of katihasta/katyalambana-hasta). 
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The face is nearly oval and the torso of the icon is comparatively thin 
with reference to the iconographic prescriptions. The girth at the waist level, 
supposed to be equal to the space between the armpits (kaksdantara), is very 
narrower. This leads to the slender lower part of the icon from madhya level of 
the icon. Though the icon is in samapddasthanaka, the interspace between the 


toes and space between the heels is same. 


The makuta on his head resembles the karanda-makuta. However, the 
description of karanda-makuta is not strictly followed. It appears as if two 
pitchers (kalasa) are placed one above the other with a mukula (bud) on the 
top. It has a small purima on the front side. The bottom of the makuta does not 
extend to the edges of the head but little inside. A ratnapatta adorns the makuta 
below the purima. The ears and the long earlobes (karnapdsa) are adorned with 
makara-kundala and karnapira respectively. Skandhamdala and bahumild are 
present on both shoulders. A kanthi (upagriva) and long hara with kaustubha 
with five faces adorn the chest. Yajfasitra, like a thread, is alone present and 
stana-sittra and urassutra are missing. Udarabandha with a prominent central 
medallion is placed above the naval. A broad katibandha is decorated with 


eight petals (astadala-padma). 


Pitambara, fashioned like hastisundika with frills and sashes extending 
up to the lower part of his garment, is up to the top part of the shank of the leg 
whereas it is supposed to extend up to the ankles. Two pddavalayas just above 


the ankle and a Padasaras adorn the foot. 


At the backside, the kanthi and graiveyaka are to the level of hikka- 
siitra of the icon. The Sirascakra, which is supposed to be twelve angulas wide 
(i.e., within the mukhaparyanta-suitra) is more than normal size which we come 
across. It has a bulb-like central portion and festoons are hanging from the 
bottom. Cakra and sankha are naturally fashioned with flames issuing from all 
sides. The flames are joined in the cakra make it almost square. The back 
hands are also slender and they are adorned with keyiiras with purimas turned 


sidewise. 
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Following the 
prescription of the 
Pafcaratra tradition, the icon 
is created meticulously 
themewise. However, with 
reference to  iconometric 
details, the creator of this 
icon appears to have taken 
freehand which enables the 
onlooker to consider this as a 
creation of low merit. 
Generally, these are the 
common features of the icons 
in this region te., East 
Godavari District, where the 
style of early Pala and Sena 
dynasties had been carried as 


the regional style. 


Fig.35. Visnu as Kesava, Acen. No.83/44 
back view 


The angular form of updna of upapitha suggests that the icon is to be 


inserted in another pedestal where the consorts also to be added. This is 


confirmed also by the absence of prabhasanku (props) or prbhasusira (socket) 


which are normally found attached to the upper component of the upapitha. 


Two holes on the kantha part for the insertion of metal rods to hold the icon 


during the procession is indicative of this icon to be calamarti (processional 


icon/kautuka). The foot-plate of the icon is slightly depressed in the pedestal. 


From the stylistic features, this icon of Visnu as KeSava can be dated to the 1g" 


Century AD. 


Visnu as Kesava, Chimakurti, Ongole Taluk, Guntur District, Andhra Pradesh, 


Accn. No. 12. 


This is also an icon of 
Visnu as Kesava, with reference 
to iconographic injunctions of 
the Pdfcardtra Agamas and 


some of the Puranas. 


In this icon of Kesava, 
Visnu is depicted in standing 
stance following the rules of 
samapdadasthanaka. The icon 
slightly leans on the left side 
with reference to the pedestal. 
However, the main icon Le., 
head to foot is in straight line as 


applicable to samapddasthanaka. 


In this icon, the upper 
right hand holds  sankha 
(daksinavarta) and the upper 
left holds cakra, both the hands 
in kartarimukha,. With reference 
to the Agamic injunctions about 


the dimensions of attributes 


(adyudhas), both are larger in size 


Fig.36. Visnu as Kesava, Accn. No.12. 


ie., one and half tala 

proportionate to the face of the icon. In such, the tip of the fingers of 
kartarimukha is to the level of hikkd-siitra but the flame of cakra and Sankha is 
extended to the level of usnisa-patta. The lower right hand holds a padma 
(lotus) with its stem held between sarjani and angustha in a natural way, in 


which the hand gesture resembles vydkhydna-mudra. This hand is supposed to 
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be abhaya-mudra with padma. However, the sculptor might have created this 
gesture also to include the role of Kesava, the foremost form of Visnu, who is 
the revealer of wisdom to Brahma and others, The lower left hand slightly bent 
at the elbow and unusually brought forward almost like katihasta with the palm 
turned downwards to hold gada. Although gada is missing, the socket on the 
foot-plate of the pedestal confirms its presence. The arms offshoot from 
bahumila, The distance between the karpara (crook) and the side of the body, 
between manibandha and side of the body, and kartarimukha and the 
bahumila are verily more than what is prescribed in the Agamic treatises. The 
hands are adorned with one valayas each and keyviras. Skandhamala and 


bahumala adorn both the shoulders. 


The face of the icon is smaller with reference to (dla measure of the 
lower right hand. The neck has three lines, supposed to resemble the spirals of 
the sankha, as one of the auspicious signs (uttama laksana). The body is slender 


and the jangha (shank) of the leg is proportionately larger. 


The makuta is unusual and this resembles kesabandha. It has four main 
sections; the lower most in karanda type with a small purimas in front, the next 
prominent part with kesa-design, padma and mukula. The kesa-design enables 
one to think of the epithet of the word Kesava, allotted to Visnu etymologically 
on account of his unique feature ‘possessor of beautiful hair.’ It is interesting to 
note that the curly hair (alaka) is shown on the forehead also below the 
ratnapatia, which adorns the makuta at the bottom. Karnapuspa and makara- 


kundalas adorn the upper ear and earlobes respectively. 


Graiveyaka and a long hara adorn the upper part of torso. A triband 
udarabandha is placed just at the bottom of breast. Yajfiopavita is visible upto 
the level of udarabandha. Pitambara is fashioned with horizontal curves and the 
design of flowers in between the curves. Katibandha is broad and plain. 
Urudama is designed in such a way that the middle string forms a beautiful 
semi-circular loon in the middle, almost like mekhala applicable to female 


icons. Napuras above the ankles and pddasaras on the feet adorn the legs. 
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Pitambara is designed with horizontal curves and floral design between 
them. It is extended upto the upper part of jangha. Katibandha is plain. The 
semi-circular loop in the middle below the katibandha is formed by drudama 


itself. Napura above the ankle and pddasaras on the feet adorn the legs. 


The pedestal of the icon has two parts - upapitha and padmapitha. The 
square upapitha consists of updna, kampa, jagati, padma, kampa, kantha, kampa 
and ardhvapatti. The circular padmapitha 
comprises of square updna, adhodala, pattika 
and urdhvadala. Karnika, functioning as the 
foot-plate of the icon is concave rather plain. 
Prabha-sanku is fixed on adrdhvapatii of 
upapitha, Prabhavali is designed very well. 
Its pdda-varga (leg) is to the height of the 
level of middle thigh of the icon. Makaras 
on the pddavarga support the main part of 


prabhavali issued from their mouth. It has 


four yastis, the first and third yasfis are thin. 


Fig.37. Visnu as Kesava, 
The second vasti is broad and it has design of Accn. No.12. back view 


flower. The last yasfi (final rim) is topped with kirtimukha in the middle 
decorated with a stapi. On both sides of kirtimukha upto makara, fully blown 
lotus petals are arranged serially. The prabhavali, by its grand design, adjusts 


the flaws in the icon. 


At the backside of the icon, sirascakra is designed beautifully with only 
the spokes (ara) without rim. Festoons issue from the central knob. Back part 


of hara is shown very well. Kacca of pitambara is natural. 


From the iconographical point of view, the body is slender but the 
fingers and hands are not to the proportion. This may be due to regional 
technique of fashioning the icon. Thematically, this icon is undoubtedly one of 
the rare specimens of Kesava form of Visnu with reference to Pdfcardtra 


Agamas. It can be dated to 18" Century AD. 
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Visnu, Siruvattur, South Arcot District, Accn. No.79-1/43. 


The icon of  Visnu 
standing in samapddasthanaka 
stance on a pedestal which has 
two major divisions  viz., 
upapitha and padmapitha. The 
components of the rectangular 
upapitha from bottom to top 
are: updna, padma,  jagati, 
kumuda, kampa, kantha, kampa 
and urdhvapaiti. ‘Kantha has 
pada design at the corners and 
zig-zag design on all sides. The 
elliptical padmapitha has 
adhodala,  urdhva-dala and 
karnika functioning as foot-plate 
of the icon. 

The slightly oval face is 
adjusted as normal by the broad 
multi-angular ratna-patia. The 
long kirita- makuta is very 
unique in its design and style 


since, it is proportionately half 


time larger than the face. The 


Fig.38. Visnu, Accn. No.79- 1/43 


vertically banded  ratnapatta 
design of the abhiseka (central part of crown) dominates the triangular shaped 


patra-purimas on four sides which are proportionately smaller. 


Because of the ratnapatta, the forehead (lalata) appears narrower; the 
eyebrows, the eyes and nose are prominent. However, one can notice the 


difference between the right and left chin. Makara-kundalas adorn the earlobes 
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the same way the karnapuspa does on the top of ears from where the 


karnapiras are shown like strings. 


Of the four hands, cakra and sankha are held on the upper ones with 
kartarimukha in which the pair of stretched fingers are wide open. Both cakra 
and sankha have three flames, one on the top and two on sides. The lower right 
hand has abhaya-mudra with the tip of the middle finger remaining 1% ‘dla 
away from the breast-nut; and, the thumb is kept away. The lower left hand 
with upturned palm is placed on the gada; and, the palm is slightly turned away. 
Gada is placed on the karnika of padmapitha near the left foot. Two valayas on 
the wrist, one valaya at the crook and keyaras above adorn the hands. The palm 


of the hands has rekha designs. 


A kanthi, a broad graiveyaka, hara and Srivatsa are present on the upper 
part of chest. Skandhamala and bahumala adorn the shoulders. The three- 
stranded yajnopavita, unusually without knot, divides near the left breast-nut as 
stanasutra, yajnasitra and urassitra, Udarabandha is seen above the slightly 


bulged stomach. 


The pitambara with the horizontal strips is fashioned like a hastisundika 
and it extends upto the ankle decorated with pddasaras. The broad katibandha 
with a small a somewhat designed kririmavaktra and tirudama are additions on 


the upper part of pitambara., 


At the backside, the sirascakra with festoons emanating from the centre 
is fixed on the backside of the kirita. The pralambasiitra is not seen at the back. 
Kacca of the pitambara both below and above the katibandha is noteworthy. As 
far as the iconographical features are concerned, this icon of Visnu is complete 
with all prescribed and required details. With reference to workmanship, the 
fine carving aspect is somewhat less which can be noticed at the back of the 
kartarimukha as well as the two sides of the face. However, the size of the icon 
may be plausible reason for the workmanship. This icon of standing Visnu is 


datable to about 16" Century AD. 
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Visnu, Vaduvur Vadapathi, Mannargudi Taluk, Thanjavur District. 
Acen. No. 387/57 


This icon of standing Visnu 
is noteworthy for the elegant and 
majestic workmanship. The face is 
round with prominent facial 
features, especially the nose and 
lips. However, the height of the 
neck is reduced with reference to 
the iconometry.' The engraving of 
eyeballs (netronmilana) confirms 
this icon to be of worshipped one. 
The kirita, measuring the same 
height of the face, is slightly 
conical. Makara-purima in the 
front, two purimas on the sides 
below Jata design on abhiseka, 
ratnakacita design on abhiseka are 
traceable but corroded. The set of 
ratanapatia (muktadddma, ratana- 
patta, padma and kaustubha) adorn 
the makuta on the top. The strings 
(muktadadma) above the forehead 
are beautified with array of flowers 
on the top. The long earlobes are 


adorned with small  makara- 


kundalas resting on the shoulders 


Fig.39. Visnu, Acen. No.387/57 


from where the skandhamala 


begins. 


' According to Agamas and Silpasastra, the height of the kantha, janu and ankle to foot are four 
angulas i.e. one third tala proportionate to the icon. (vide. Measures of uttamadasatala) 
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This four-armed icon of Visnu holds cakra and sankha on the right and 
left upper hands respectively. Kartarimukha is turned sidewise and the flames 
of the attributes rest on the stretched fingers. Cakra with the depressed ara 
(spokes) has six jvdlas, one on the top, one at the bottom, two on the sides and 
two from the ndabhi on both sides. The sankha (vamavarta) has three flames, 
one on the top and two on the sides. The lower right hand with abhaya-mudra 
slightly kept away more than prescribed with its middle finger little above the 
stana-cicuka, The lower left hand with upturned palm and loosely spread 
fingers brought little forward is placed on the tip of gada of which the bulbous 
end rests on the foot plate. The bulbous part of gada measures almost the 
height of half of the handle. Three valayas at the wrist of all hands, keydras 
with broad makarakita on the lower hands and two valayas in the mid part of 


bahu (upper arm) of upper hands are hasta-bhasanas, 


A kanthi, broad graiveyaka, a hara and Srivatsa adorn the upper part of 
the chest. On the left side above the kaksasitra, fastening of the yajfopavita is 
present. Stanasiitra with multiple bends is noteworthy. Urassitra/pralambasitra 
offshoots from the fastening and runs inside the katibandha. Three-stringed 
udarabandha appears at the level of hrdaydvadhisitra, The folding of 
katibandha in consonance with the folded and slightly projecting belly is 


noteworthy in this icon. 


Pitambara is beautifully worked in hastisundika fashion with katibandha 
decorated with krirmdsya as well as irudama., The uttariya with its semi-circular 
loop in front and its sashes are evenly positioned. Padapatra/bhujangavalaya is 
noticeable only on the right leg above the ankle in addition to the pddasaras on 


the feet. 


The pitha (pedestal) measuring almost half of the height of the icon of 
Visnu, has two major divisions viz., upapitha and padmapitha in which the 
padmapitha measures one third of the height of the upapitha. Hence, the 
upapitha is prominent. Moreover, the height of the drdhvadala of the 


padmapitha is reduced. The components of the square upapitha from bottom 
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to top are: updna, jagati, kumuda, kampa, kantha, kampa and urdhvapatii. 


Kantha has pada designs at the corners. The elliptical padmapitha consist of 


adhodala and ardhvadala. 
urdhvapatti and kampa 
below. The foot-plate on the 
padmapitha is slightly 
depressed. 

While looking at the 
back of the icon, what is 
attractive is the Sirascakra 
with its diameter equal to the 
size of the face. The 
pralambasutra is seen at the 
back which goes inside the 
katibandha, The kacca of the 
pitambara below and above 
the katibandha is in natural 


fashion. 


The position of the 
kirita-makuta, the ornaments, 
cakra and sankha, facial 
features, Sirascakra and the 
details of the gada 
collectively help to date this 


icon to the 13" Century AD. 


[he props (prabhasanku) are attached to the 


Fig.40. Visnu, Accn. No.387/57 
back view 


Visnu, Tiruvonamangalam, Valangiman Taluk, Thanjavur District. 


Accn. No.449/60 


This icon of Visnu in samapddasthanaka standing stance, datable to 


circa. 13'" Century AD, is noteworthy for some of the unique features such as 


udarabandha, sirascakra and ornaments. The face is round with all prominent 


facial features especially the lips, 
nose and chin. The neck has three 
lines (kambugriva). The kirita- 
makuta has ratnapatta at the base 
on which a large makrakiita or 
makara-purima is present on the 
front side. Small makara-purimas 
are noticed on three sides. Mala, 
commencing from the mouth of 
makaras of the frontal makara- 
purima, runs above the _ side 
purimas and ends at the back. 
Abhiseka with ratnakacita design is 
beautified with muktamala, 
ratnapatta, padma and kaustubha 
(mukula) in order on the top. 
Karnapuspa, karnapira and 


makara-kundalas adorn the ears. 


In this four armed icon of 
Visnu, the upper hands with 
kartarimukha hold — semi-profile 
cakra and vamavarta sankha on the 
right and left respectively. Cakra 
has four jvdlds, one on the top, one 
at the bottom and two on the sides; 


sankha has three flames, one on the 


Fig.41. Visnu, Accn. No.449/60 


top and two on the sides. Sankha is noteworthy for its spirals and the cavity in 
the middle. The lower right hand bears abhaya-mudra leaning outwards almost 
like pataka-hasta, The lower left hand, with bend at elbow and forearm lightly 
raised up, brought forward and the upturned palm is like katihasta and is placed 
on the handle of the gada. Unusually, the lower part of palm is placed on the 
gada instead of mid-palm. The lower end of gada, slightly bulbous, is placed 
near the left foot on the karnika of the pedestal. Because of the position of the 
hand, gada is longer measuring five tdlas proportionate to the icon. Three 
ratnavalayas at the wrist, keyaras in the middle of the bahu (upper arm) in 
addition to angada/kirparavalaya (except the upper right hand) adorn the 
hands. The kirparavalaya exactly at the crook (kiirpara) only on the back left 


hand is noteworthy. 


A kanthi, graiveyaka with netra-bandha design, skandhamala, bahumala 
and Srivatsa beautify the chest in addition to yajnopavita, Yajnopavita is three- 
stranded with its fastening near the left kaksa. Stanasitra and urassitra 
bifurcate in the mid chest; the urassitra/pralambasiitra deviates from the 
middle line and goes inside the katibandha. Udarabandha has a front 
medallion with makarakuia which is generally found on the kirita and keyiiras. 
Katibandha with krtrimavaktra and trudama beautify the pitambara fashioned 
in hastisundika. The sashes of the uttariya, generally seen at the waist level, are 
found slightly below katibandha. A small folding of cloth above the katibandha 
on the left side is noteworthy. Bhujangavalaya/pddapatra, in the form of an 
extension of the cloth, is noticeable only on the right leg above the ankle. 


Padasaras decorates the feet. 


The pitha of this icon of Visnu standing in samapadasthanaka posture 
has two major division viz., upapitha and padmapitha, The components of the 
square upapitha from bottom to top are: updna, padma, vritakumuda, kampa, 
kantha, kampa and ardhvapatti. The circular padmapitha has the following 


components: adhodala and ardhvadala with support for the foot-plate of the 
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icon. The props (sanku) extended from adrdhvapatti and kampa_ below. 


Unusually, one ring on both sides is present in the pedestal of this icon. 


While looking at the back 
of the icon, a beautiful well- 
designed sSirascakra placed at the 
back of the kirifa is noteworthy. 
The sirascakra resembles almost 
the Sudarsana cakra but without 
flames. Small  festoons are 
attached to the drakita (inner 
ring) with a mukula. It is a 
separately cast component fixed 
on the rod attached at the back of 
the head which confirms the rule 
that the sirascakra may be cast 
separately.’ The scarce ringlets of 
the hair from the nap of the head 
are seen within the string of the 
necklace at the back. Based on 
these findings, this icon can be 
dated to the 14'-15" centuries 
AD. 


' Vide. Madhitccista-kriya. 


Fig.42. Visnu, Accn. No.449/60 
back view 


Visnu, Chidambaranathapuram, Thanjavur District, Accn. No.549/66 

In this icon of  well- 
ornamented Visnu_ standing in 
samapadasthanaka, the pitha is very 
simple with two major components. 
The rectangular upapitha consists of 
updna, kampa, kantha (with the 
depiction of pddavarga), kampa and 
urdhvapatti. The padmapitha has 
adhodala, pattika and ardhvadala. 
The props (Sanku) are projected 


from urdhvapatii. 


The round face with 
prominent eyebrows, eyelids and 
eye balls, sharp and prominent nose 
(tunga-nasa) and well-opened lips is 
decorated with a long kirita-makuta 
and /aldtapatia. The purimas of the 
kirita are designed like  stone- 
studded ornament. The /ata-torana 
design issues from the mouth of two 


makaras below the frontal purima, 


The top of makuta is beautified 
with muktamala, ratnapatia, padma Fig.43. Visnu, Acen. No.549/66 

and kaustubha. The long earlobes are beautified with makara-kundalas, in 
addition to karnapuspa and karnapira on karna-nala. A beaded kanthi, 
graiveyaka with netra-bandha design and beaded hara adorn the upper torso. 
Srivatsa in the form of two armed Laksmi seated on padmasana posture on the 
right vaksasthala is a unique feature. Skandhamalas are present on both the 


shoulders whereas necklace-type badhumdald with a pendant is present only on 
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the left shoulder. A five-stringed yajnopavita has its fastening on the upper left 


vaksasthala. The uppermost string passing at the level of Ardaydavadhisitra is 


stana-sitra, the lower most string i.e. urassitra (pralambasitra) goes down 


inside katibandha; and, other three strings function as yajnasitra. A beautiful 


broad ornate udarabandha is present. 


Of the four hands, the upper 
hands are kartarimukha with the 
palm turned towards the onlooker. 
However, cakra and sankha 
(daksinavarta) held on the right and 
left respectively are in semi-profile 
posture. The cakra and sankha 
have four flames, one on the top, 
two on the sides and one at the 
bottom turns towards the left side of 
the icon. The lower right hand with 
abhaya-mudra leaning outwards 
almost like patdka-hasta has two 
horizontal lines at the joint of 
fingers with the palm. The lower left 
hand slightly brought forward and 
the upturned palm is placed on the 
handle of gada. The slightly bulbous 
part of gada, measuring one fourth 
of the total height is stripped and is 
placed near the left foot on the 
karnika of the pedestal. The 
keyuras resembling the purimas of 


the kirifa are present on all the 


Fig.44. Visnu, Acen. No.549/66 
back view 


hands. Three ratna-valayas at the wrist and one valaya at the crook beautify the 


hands. 


The katibandha is very broad with a large krtrimavaktra which forms the 
source of a few strings of drudama. The upper end of pitambara above the 
katibandha is noteworthy. The pitambara is fashioned in hastisundika form with 
horizontal lines and with the sashes of uttariya hanging below the katibandha. 
Extension of the garment is shown only on the right leg above the ankle. 


Pdadasaras/padajala adorns the feet. 


The ornamentation at the backside of the icon is also equally 
noteworthy. The sirascakra with beautiful rim, spokes and the festoon issued 
from the middle are well proportionate as if in case of Sudarsana cakra. The 
broad back part of necklace is the limit for radially arranged tresses of hair. 
Below this, the yajfopavita, fashioned in the same pattern of the front side, has 
fastening and the division of urassiitra and stanasiitra. The kacca is placed 
exactly at the back with its folds above the katibandha. All above unique 


features enable this icon to be ascribed to 11'" Century AD. 
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Visnu, Natham, South Arcot District, Acen. No. 747/75 

This icon of Visnu in 
samapadasthanaka standing posture is 
one of the icon of Pafcardtra theme and 
one of the best pieces of standard 
Vaisnava iconography irrespective of its 
size being less than six inches. 

Of the two major divisions of 
pitha viz., upapitha and padmapitha, 
the components of the rectangular 
upapitha from bottom to top are: updna, 
padma, dlinga,' antarita, kumuda, 
kampa, kantha (with pdda design), 
kampa and dardhvapatti; the circular 
padmapitha consists of —kampa/updana, 
adhodala and urdhvadala which is the 
socket for fixing the foot plate of the 
icon.” 

The upper hands bearing 
kartarimukha slightly inclined towards 
the shoulder and the right palm faces the 
onlooker while the left palm is turned 


slightly sidewise. Cakra on the right 


hand has eight aras (spokes) with nabhi 
(two rings in the middle) and two Fig.45. Visnu, Accn. No. 747/75 


' Kampa is a thin horizontal strip in the components of pedestal dividing the major sections. 
This is known also with other terms like dirk. Kantha, one of the major parts, when joined with 
other major parts both above and below, is always attached to kampa both above and below. 
The same kampa above any curvilinear component like kumuda and kapota is known as dlinga. 
The next strip receding inside is known as anvarita. 

* Four pieces of cross rod found beneath the footplate at the middle level of urdhvadala 
confirms the jathibandhana here. 
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external rims. Vamavarta sankha is on the left side. They have four flames, one 
on the top, two on the sides and one at the bottom. The tip of the kartarimukha 
at the left hand is slightly raised above that of the right hand probably on 
account of the position of the lower left hand. However the tip of the upper 
flame of both cakra and sankha is at the level of keSdnta (hair level) in front 
side. The lower right hand with abhaya-mudra with the trace of lotus stem in 
the palm is correctly positioned. The lower left hand is like aruhasta with its 
upturned palm slightly turned outside is placed on the handle of gada. The 
bulbous part of gada, one third of its total height, rests on the foot plate. The 
front hands are adorned with keydras above the crook, valaya at kurpara and 
the wrists; and, the upper hands have valaya above the karpara and at the 
wrists. 

The round face is well proportionate with eyebrows, eyes. However, the 
little long nose made the lips little down by which the chin (cubuka) appears 
narrower. The kirifa measuring one and half (dla is slightly conical and its base 
is placed just above pirva-kesania. The purimas are smaller and they are 
dominated by stone studded long abhiseka (middle part of kirita). Upper 
ratnapatia has three bands and topped with padma and kaustubha. A broad 
lalatapatta beautifies the forehead in addition to larger karnapuspa, karnapiira 
and makara-kundalas on the ears. Skandhamala, bahumala, kanthi and 
graiveyaka adorn the upper part of the chest. Due to heavy corrosion, Srivatsa 
is not traceable. Yajfopavita with broad fastening almost in the middle of the 
chest above the breast nut divides into three viz., stanasiitra, yajnasutra and 
urassitralpralambasitra; and, the pralambasitra deviates and moves towards 
the left side and goes within the garment. A broad udarabandha with a larger 
central medallion is present. The trifold katibandha enables to realise slightly 
projected belly. 

The pitambara is fashioned like a hastisundika and has horizontal lines. 
The uttariya, attached with string of bells, has a central loop showing the upper 
part of pitambara between katibandha and medhra-siitra, Urudama is present. 


Padasaras adorn the feet. 
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At the back side of the icon 
of Visnu, sirascakra is prominent 
with the festoons originating from 
the well-projected central knob. 
The short hair locks are arranged 
symmetrically at the nap of the 
neck. Broad necklaces are shown at 
the back also. The falling of the 


yajnopavita is natural with the knot 


to join the stanasitra. The sashes of 


ultariya are arranged beautifully on 
the sides. The icon has innumerable 
porous points all over. From the 
stylistic features, this icon is datable 


to the 14" -15" Century AD. 


yd ere 


Fig.46. Visnu, Acen. No.747/75 
back view 


Visnu, Munnavalkottai, Thanjavur District, Accn. No.190/52 


This icon of Visnu is in 
samapadasthanaka standing 
posture on elliptical padmapitha 
supported by rectangular upapitha. 
The components of the rectangular 
upapitha from bottom to top are: 
upana, padma, kampa, kantha 
(with pdda design), kampa and 
urdhvapatii: the circular 
padmapitha has components: 
adhodala, trdhvadala and pattika. 
A separate projected part in the 
form of urdhvadala is attached on 
the upper part of adrdhvadala for 
fitting the lower end of gadd which 
is normally sidewise, but placed 


here in the front side. 


The round face with little 
bulge cheeks and facial features is 
decorated with a long kirifa. Multi- 
angular Jlaldtapatia beautifies the 
forehead. Small makara-purimas 
are present at the base of makuta 
on all sides. The /atd-torana design 


originating from the mouth of the 


Fig.47. Visnu, Accn. No.190/52 


makaras of the frontal purima culminates at the makaras at the back purima. 


Abhiseka is designed like stone-studded. Upper part of makuta is ornamented 


with thin ratnapatia, irdhvapadma, broad ratnapatia, padma and kaustubha. 


The long earlobes are adorned with makara-kundalas, of which the 
mouth of makaras hold the stringed end of karnapara hanging from karnandla, 
decorated with the karnapuspa on the top of the ear. Skandhamdla extends to 


the fold of elbow. 


Of the four arms dividing from the upper arms, the back hands with 
kartarimukha hold cakra and sankha (vamdavarta) on the right and left 
respectively. The tip of the stretched fingers of kartarimukha remains at the 
level of hikka-siitra, However, on account of the size, the tip of the upper flame 
of the attributes is above the level of kesdnta. Cakra has twelve spokes (ara) 
resembling the shape of yava grain. Both cakra and sankha have four flames, 
two on the sides, one on the top and one at the bottom turned towards inside. 
The lower right hand bears abhaya-mudra slightly leaning outside, hence, kept 
away from the side of the body. The lower left hand slightly folded at elbow 
with its upturned palm brought forward very well which causes the lower end of 
gada to be placed on a separate projection on the padmapitha instead of being 
placed on the side of the foot. A projected socket in the palm holds the upper 
part of gada. This is one of the best specimens of craftsmanship to cast gada 
separately and fit between the sockets of the hand and the pedestal by the 
process of jatibandhana, One third of gada with three bands forms the bulbous 
part of lower end. The kaksamdld on the front side of the upper arm, two 
valayas at the wrist of front hands and one valaya at the wrist of the back hands 
beautify the icon. In the front hand, keydras (with makarakita) are at the crook 


instead of above the crook, plausibly due to the extension of the skandhamala. 


The neck has three folding like the spiral of the Sankha marking the 
possession of kambugriva as one of the characteristics of uttama-laksana. A 
kanthi, graiveyaka and hara adorn the neck. Yajfopavita is single-stranded with 
the fastening near the left vaksasthala. This divides into three, one as stringed 
Stanasiitra, one as yajnhasitra and another one as urassitra (pralambasitra) 


which goes inside the katibandha and pitambara. Udarabandha is present 
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above the prominent naval (gabhira-nabhi). The lower stomach is beautifully 


depicted with folding of flesh. 


Pitambara in 
hastisundika fashion with 
prominent folds is 
beautified with a broad 
katibandha with the 
central moulding of 
krtrimavaktra in the 
form of — simha/vydla. 
The strings issued from 
the head and the teeth 
formed airudama. 
Uttariyva at the medhra 
level is shown straight 
horizontally instead of 


usual semi-circular loop. 


The sashes of uttariya Fig.48. Visnu, Acen. No.190/52 
, back view 
are shown on both sides —— 
in three levels up to the border of pitambara. Bhujangavalaya (pddapatra) is 


shown only on the left leg above the ankle. Padasaras adorn the feet. 


While looking at the back, the sirascakra captures the eyes of the 
onlooker. It has beautiful rims with multiple spokes of which twenty-four are 
seen. The festoons issued from the centre are prominent and Sirascakra is 
placed exactly at the back of the head and as per the Agamic prescription. 
(netrasamam siraScakram). The hair tresses are radially arranged at the back in 
simple way. Yajfopavita has a small fastening from where the stanasitra and 
yajnasitra bifurcate. The kacca is also quiet natural and the sashes are 
beautifully placed at sides. Well-defined ornamentation enables to date this 


icon to the 14" -15" Centuries AD. 


Visnu, Sirupanaiyur, Tirutturaippoondi Taluk, Nagapattinam District. 


Accn. No. 9 


This icon of Visnu standing in samapddasthanaka posture is one of the 


early icons datable to the 8" Century AD, based on the stylistic features. The 


pitha is missing. However, the circular foot-plate with also gadd placed therein 


within the periphery indicates the circular pedestal, normally padmapitha. 


In this four-armed icon of 
Visnu, the upper hands bearing 
kartarimukha are kept little away 
from the side of the shoulders. The 
rim of cakra on the right upper hand 
is corroded; it has sixteen spokes 
and four flames, two on the sides, 
one on the top and one on the top. 
Sankha (vamavarta) on the upper 
left hand has five flames, two on the 
sides, one at the bottom, one in the 
front and one on the decorative cap 
on the top. The lower right hand 
bears abhaya-mudra little away 
from the side of the body with the 
tip of the middle finger lowered well 
below the stana-cicuka, The lower 
left hand is slightly folded at elbow 
and the upturned palm brought 
forward is placed on the tip of the 
gada resting on the foot-plate. Gada 


is not divided into usual two parts 


Fig.49. Visnu, Accn. No. 9 


i.e. bulbous end and handle. It is almost like a danda diminishing in girth 


towards the end of the handle. Three valayas at the wrist, keyaras above the 
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elbow, valayas at the kurpara beautify the hands off shooting from the upper 


part of the arms. 


The round face is very benign (saumya) with prominent but slightly 
corroded eyebrows, eyes, sharp nose and little broad well-pronouncing lips. The 
beautiful kirita-makuta adorns the head above Jaldta-patta. The makuta is 
designed with makara-purimas on all sides with lata above the side purimas. 
The vertical bands on abhiseka are designed as ratnakacita. A wide muktadama, 


a thin ratnapatia, padma and kaustubha beautify the makuta on the top. 


Karnapuspa in the form of full-blown flowers on the top of the ear, and 
karnapura hanging up to lower part of karna-ndla beautify the face. 
Skandhamala, arranged in the form of full blown flowers matches to the trunk 
of makara with its tail entering into the long earlobes (karnapdsa), is 
symmetrical. Bahumadld is semi-circular (hdra-like) on the right shoulder and it 


is simple string on the left shoulder. 


The neck with three folding (kKambugriva) has a prominent kanthi just 
below the neck. Graiveyaka and hara well below kanthi and Srivatsa adorn the 
chest. A three-stranded yajnopavita with a broad fastening on the left bosom 
divides into three; comparably, the stanasditra is shorter with its extension very 
much above the broad udarabandha placed at the level of hrdayavadhisitra; 
yajnastitra is extended up to middle of katibandha; and, urassiitra 
(pralambasiitra) with bends parallel to yajfasdtra, goes inside the katibandha 
and the pitambara. The folding of the flesh in the lower stomach makes the 


naval (gabhira-nabhi) prominent. 


Katibandha is shown in four bands with prominent krtrimavaktra. A 
double-bordered uttariya in semi-circular loop, symmetrically beautified with 
tirudama, has tassels in natural way both below the katibandha and at the lower 
level of pitambara, fashioned in hastisundika style with horizontal folds. 


Pddajalas adorn the feet. 


At the back side of the icon, one can notice the sirascakra which is wide 


and more than the prescribed dimension i.e. twelve arigulas or the width of the 
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face. It has sixteen spokes and 
the festoons are issuing from 
the central circle of the cakra. 
The central knob to hold the 
Sirascakra is exactly placed at 
the level of netra-sitra as per 
the Agamic injunctions. The 
tresses of hair are radially 
arranged at the nap and below 
within the limitation of hdra at 
the back side. The stana-sitra 
and yajnasiitra remain 
separately at the back. The 
kacca of pitambara is beautiful 


and is naturally fashioned. 
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Fig.50. Visnu, Acen. No.9 
back view 


Visnu, Komal, Mayiladuturai Taluk, Nagapattinam District, Accn. No.11. 


This exquisitely wrought icon 
of Visnu is in samapddasthanaka 
standing stance. The square 
upapitha, from bottom to top, 
consists of ksudra-upana, upana. 
mahapadma, kampa, kantha, kampa, 
urdhva-padma, vajana and irdhva- 
pati. The circular padma-pitha has 
the components: adhodala, pattika, 
urdhva-dala and karnika with the 
provision to set the foot-plate of the 
icon. The props (prabhdsanku) are 
attached as projection at mahdpatti 
of upapitha, Two rings are attached 
on the updna part of upapitha on 
both sides for the insertion of 
metal/wooden rods to hold the icon 


during the procession. 


The benign face is round and 
has proportionate facial features - 
sharp nose, beautiful eyebrows and 


smiling lips. The base of kirita is 


placed a little above the level of 
kesdnta in front by which the array Fig.51. Visnu, Accn. No.11. 

of hairs is shown well between the 

lalata-patta and the base of the kirifa. Beautiful makara-purima in the front 
beautifies the abhiseka designed in ratnakacita fashion. Latd emerging from the 
mouth of makaras runs above the side purima like an arch and culminates at 


the base of purima at the back. Above abhiseka, muktadama, a broad 
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ratnapatta, padma and kaustubha add beauty to the makuta. A flower-bud as 
karnapuspa and karnapira in the form of /atd (creeper) adorn the ear in 


addition to the makara-kundalas hanging on the ear-lobes (karna-pdSa). 


In this four-armed icon of Visnu, the upper hands bearing kartarimukha 
facing the onlooker hold prayoga-cakra (semi-profile) and Sarikha on the right 
and left respectively. Cakra has six flames (jvdlds), one on the top, one at the 
bottom, two on the sides and two in the ndbhi on both sides. Uniquely, sankha 
is also in semi-profile position and it has six flames, one on the top, one at the 
bottom, two on the sides and two on the front and back. The front right hand is 
abhaya-hasta. The front left hand is slightly bent at elbow and the upturned 
palm is brought a little forward and is placed on the tip of the handle of gada. 
The bulbous end of gada is placed on the foot-plate next to the little toe rather 
on the side of the foot. The nails of the fingers are shown very well in original 
form. Three ratnavalayas at the wrist, keyuras with beautiful makarakita above 


the elbow and one valaya at the kirpara adorn the hands. 


The neck has three folds resembling the spiral of sankha (kambugriva). 
Skandhamala is designed as full-blown flower and creeper alternatively. One 
hara-like bahumaila is present on the upper part of the right arm only whereas a 
simple string is present on the left side. Kanthi, graiveyaka and ratna-hara, 
carved independently, adorn the upper chest besides Srivatsa designed in the 
form of two armed Laksmi seated in padmdsana pose. Yajnhopavita has simple 
knot on the left vaksastala. Yajnasitra has three strings extending up to the 
lower part of katibandha; stanasiitra is above udarabandha which has ratnapatta 
design in the front; and, urassitra deviates from the middle and runs into 


katibandha and pitambara. 


Pitambara is designed with horizontal bands showing the texture of the 
cloth. Katibandha is broad with krtrimavaktra. A beautiful design of curves on 
both sides of kririmavaktra is notable. Uttariya has central loop in the front but 


it is smaller than the a#rudama which is shown like necklace. The sashes of 
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ultariya are shown on both sides extended to the end of pitambara. Padajala 
adorn the feet with beautifully carved fingers and nails. 

At the back side, the na@bhi (central knob) of the sirascakra is beautifully 
placed at the bhri-siitra level instead of netra-sttra, The rim (nemi) of the cakra 
and twelve spokes (ara) in the form of lotus petal are shown individually. 
Festoons issue from the central knob. Hair level is short but the curly ringlets 
are placed radially. The Adra and all 
other ornaments are also shown wider 
also at the back. Kacca is designed in a 
natural way with end of the kacca 


remains inserted within the garment. 


As far as the iconographical 
details are concerned, undoubtedly this 
icon is very exclusive. However, the 
joint of neck with torso is not natural 
on account of appearance of unusual 
division and fold exactly at the lower 
part of neck. Even in the icons of 
Varaha, Narasimha and Hayagriva, the 
sculptor skilfully and tactfully combines 
the animal head with human body. This 
flaw in this icon indicates the 
carelessness of the sculptor. This icon is 


datable to the 11" Century AD. 


Fig.52. Visnu, Acen. No.11. 
back view 
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Visnu, Kilthanjavur, Accn. No.1770/94 


This icon of Visnu, datable to the 13-14" Century AD on stylistic 
features, is in samapddasthanaka standing stance on a unique pedestal with two 
major sections. The square upapitha 
consists of the components from 
bottom to top: updna, padma, 
antarita, pattika, kampa, kantha, 
kapota and dlinga. Four alpa- 
nasikas (ksudra-nasikas) are found 
on kapota on all sides. The 
padmapitha includes kampa, 
adhodala, tirdhvadala and karnika 
serving as support for foot-plate of 
the icon which is slightly depressed 
in the pedestal. Two holes are 
present on antarita part of upapitha 
for the processional purpose. 

The face is round with 
prominent eyes and _ brows 
especially the lips. The conical 
kirita, measuring more than the size 
of face adorn the head. Due to 
heavy usage for bathing etc. the 
forehaead and the details of kirita 
have corroded. Laldta-patia and 
ratna-patta above forehad are seen. 
Traces of large makara-purima in 


the front and small purimas on the 


sides are noticeable. Broad 


Fig.53. Visnu, Acen. No.1770/94 


ratnapatia, padma and kaustubha 
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(mukula) beautify the abhiseka on the top. Karnapuspa, karnapura and 


makara-kundalas adorn the ears. 


Of the four hands, the back 
hands bear kartarimukha with the 
palm turned — sidewise. The 
stretched fingers are broken in the 


middle; hence, cakra and sankha 


are not available. Manibandha of 


the left hand is lower than that of 
right height. The lower right hand 
bearing abhaya-mudra but slightly 
kept away from the body. The 
lower left hand is kati-hasta, the 
upturned palm placed near the 
hip. Short skandhamalas, bahu- 
mala, three valayas at the wrist, 
keytra with ratna-patia-purima 
and angada at the crook are the 
hand ornaments. A _ beaded 
kanthi, a graiveyaka, a_ broad 
ratna-hara, a sara and Srivatsa 
adorn the upper part of torso. 
Yajnopavita has the knot on the 
left vaksastala; stanasitra is at the 
bottom of breast; yajfasitra is 
extended almost to the naval 
level. Urassiitra runs inside the 
kati-bandha and pitambara. 
Udarabandha, three-banded with 
decorative central part, remains at 


the level of hrdayavadhi-sitra., 


Fig.54. Visnu, Acen. No.1770/94 
back view 


The katibandha is broad and simple with krtrima-vaktra. The pitambara 
is beautifully done with horizontal lines. It is extended more on the right leg 
than the left one, The semi-circular loop of the uttariya in the front and its 
sashes beautifully fashioned are harmonious’ with druddma. 
Bhujangavalaya/padapatra can be noticed only on the left foot above the ankle 


besides pddasaras on the feet. 


At the backside of this icon, sirascakra remains at the bottom of the 
makuta, This is beautifully fashioned with thin rim, spokes resembling yava 
grain and festoons hanging the central knob. Evenly combed hairs at the nap of 
the neck with f of curly tresses of hairs are limited within the necklace at the 
back. Katibandha is shown with horizontal bands. End of kacca is not 


shown. The bows at the end of the pitambara are well decorated. 


Visnu, Andagudi, Nagapattinam Taluk, Thanjavur District. 


Acen. No.109/49 

This icon of Visnu, datable to 
the 13-14" Century AD on 
stylistic features, is in 
samapadasthanaka standing stance 
on a pedestal with two major 
sections. The square upapitha 
consists of the components from 
bottom to top: updna, jagaii, 
kumuda, kampa, kantha (with the 
depiction of pdda section), kampa 
and mahapatti. The padmapitha 
includes adhodala, tirdhvadala and 
karnikd serving as support for foot- 
plate of the icon which is slightly 
depressed in the pedestal. The props 
(prabhasanku), with an additional 
support beneath, are attached to the 
mahapatti as an extension at the 
prescribed distance. Two rings are 
present on either side of pedestal at 
the level of updna and jagati for the 


processional purpose. 


The face is round with 


prominent eyes and _ brows 


Fig.55. Visnu, Accn. No.109/49 


especially the lips. The conical kirifa, measuring the same height of the face, is 


beautified with a beautiful makara-purima in the front, but, because of its 


smaller size, the horizontal ratnapatia design dominates. Makara-purimas in the 


front of kirifa and on the sides are small. Mala in torana fashion begins from 


the base of frontal purima, runs above the side purimas and ends at the base of 


back purima. Abhiseka (central part of makuta) is designed like ratnakacita. 
The long pearl strings, thin ratapatta, padma and kaustubha (mukula) beautify 
the abhiseka on the top. The /aldta-patia is a little wider. Karnapuspa, 


karnapira and makara-kundalas adorn the ears. 


Of the four hands, the back hands with kartarimukha hold cakra and 
proportionately thin Sarikha on the right and left respectively. Both of them 
have four flames, one on the top, one at the bottom and two on the sides. Tip of 
the upper flame of cakra remain at the level of purva-kesanta whereas that of 
Sankha remains a little lower. The lower right hand bearing abhaya-mudra is 
exactly positioned but the tips of the middle and index fingers are broken. The 
lower left hand is kati-hasta, the upturned palm placed near the hip. 
Skandhamalas extended to the bottom of the upper arms (bdhu), bahumala, 
four valayas at the wrist, keyara with ratna-patia-purima and angada at the 


crook are the hand ornaments. 


A Kanthi, a broad graiveyaka, ratna-hara, a sara and Srivatsa adorn the 
upper part of torso. Of the five-stringed yajiopavita with the knot on the left 
vaksastala, the upper most is stana-siitra, the middle three are yajfiasitra and 
the lower most is urassiitra (pralamba-siitra) running into the katibandha and 
pitambara. Udarabandha, three-banded with decorative central part, remains 


at the level of hrdayadvadhi-sitra. 


The katibandha is broad and simple with kririma-vaktra. The pitambara 
is beautifully done with horizontal lines. The semi-circular loop of the uttariya 
in the front and its sashes beautifully fashioned are harmonious with drudama. 
Bhujangavalayalpddapatra can be noticed only on the left foot above the ankle 


besides pddasaras on the feet. 


At the backside of this icon, sirascakra remains at the bottom of the 
makuta. This is beautifully fashioned like a full-blown multi-petaled flower and 
it has festoons hanging the central knob. Evenly combed hairs at the nap of the 
neck with five of curly tresses of hairs are limited within the necklace at the 


back. Yajfopavita has knot also at the back for the attachment of stana-satra. 
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Katibandha is — shown with 
horizontal bands. The bows at the 
end of the pitambara are well 


decorated. 


A few flaws can be noticed 
in this icon which is probably due 
to climatic conditions as well as the 
quality of metal which could have 
forced the sculptor not to venture 
in the high level fine finishing. The 
head of the icon slightly leans on 
the right side. The sankha is very 
thin. The fingers of the hands and 
toes of the legs are not to the 
standard dimensions. The &rtrima- 
vaktra on the katibandha is a small 
circle with slightly projected lion’s 
face. Even the mouldings of the 
pedestal are not finely worked out. 
All these pose a question regarding 


the workmanship of the sculptor. 
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Fig.56. Visnu, Accn. No.109/49 
back view 


Visnu, Tiruvelangadu, Mayiladuturai Taluk, Nagapattinam District, 
Acen. No.328/55 


This icon of Visnu, datable 
to the 14" Century AD, is one of 
the icons finely executed both front 
and back sides. In this, Visnu is 
depicted standing in samapdda- 
sthanaka fashion on a padmapitha 
supported by an upapitha. The 
square upapitha has the 
components from bottom to top: 
upadna, jagati, kumuda, kampa, 
kantha, kampa and mahapatti. The 
circular padmapitha consists of 
adhodala, tirdhvadala and karnika 
for the fixing of the foot-plate of 
the icon. The props (prabhdasanku), 
as an extension, are attached to the 
mahdapatti and kampa below. Two 
rings are present on each side on 
jagati of upapitha for the 


processional reasons. 


The face is slightly oval and 


its features eye-brow, eyes, sharp 


Fig.57. Visnu, Accn. No.328/55 


nose and lips are very fine. In 

addition to two rows of /aldta-patta, long kirita-makuta adorns the head. The 
frontal makara-purima is very simple. Malad in torana fashion begins from the 
base of frontal purima, runs above the side purimas and ends at the base of 
purima at the back. Abhiseka (central part of makuta) is designed like 
ratnakacita in cross-bands. The pearl strings, broad ratnapatia, padma and 


kaustubha (mukula) beautify the makuta on the top. Karnapuspa on the top, 
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karnapura in the form of string hanging from the karna-ndla and attached to 


the trunk of makara and makara-kundalas on the earlobes beautify the ears. 


In this four-armed icon of Visnu, the back hands bear kartarimukha- 
mudra. In the right hand, the index and middle fingers are broken in the 
middle; hence, cakra is not traceable. Sankha (daksinavarta), in actual shape, is 
present on the upper left hand. It has four flames, one on the top, one at the 
bottom and two on the sides. The lower right hand is portrayed in abhaya-hasta 
but slightly leaning outwards. The lower left is kati-hasta in which the upturned 


palm and fingers are aesthetically raised up slightly. 


Skandhamala in the form of full-blown flower adorns the shoulders. 
Hara-like bahu-mala is present only on the upper part of right hand whereas 
kaksa-mala, like a string, is on the left shoulder, Keyuiras with makara-kita 
above the elbow, angada (three-banded) below the Keydra and ratva-valayas at 


the wrists are the hand ornaments. 


The neck with three folds (kKambu-griva) is decorated with a beaded 
kanthi, graiveyaka with kaustubha and ratnahara. The prominent Srivatsa is 
present on the right bosom. The yajfopavita has the knot almost in the middle 
of the chest where stana-sitra and pralamba-sitra bifurcate. Pralamba-satra 
goes inside the katibandha and pitambara. The udarabandha is three-stringed 


band with frontal part decorated like rows of flower medallions. 


The pitambara with horizontal flips is fashioned in hastisundika type 
with sashes in bows at the ends. Katibandha is broad with krtrima-vaktra in the 
middle. Double-side-bordered uttariya in semi-circular loop in the front and 


uirudama beautify the upper part of pitambara. Padasaras decorate the feet. 


At the backside, the siraScakra is very unique in its design. The rim of 
the cakra has border both inside and outside and the middle part is designed 
like stone-studded (ratma-kacita). The central knob has three rings supporting 
fourteen visible spokes imitating the lotus pedals. The festoons hang from the 
bottom of central ring. Evenly combed hairs and hair-ringlets at the nap are 


confined within the back part of hdara at the backside. Like the front side, 
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yajnopavita has knot in 
the middle of the back 
where —_ sfana-siitra is 
joined and pralamba- 
sttra offshoots and runs 
inside pitambara. Kati- 
bandha_ is ornamental 
with the sashes arranged 
symmetrical with the 


pitambara. 


Fig.58. Visnu, Acen. No.328/55 
back view 


190 


Visnu, Kalpattu, South Arcot District, Accn. No.473/62 


This icon of Visnu, datable to 
10" Century AD, is one of the finely 
created utsava-beras (processional 
icons) with some unique 
iconographical features. In this, 
Visnu is depicted standing in 
samapadasthanaka stance on a 
circular padmapitha supported by 
upapitha. The components of the 
square upapitha from bottom to top 
are: updna, jagati, kumuda, kampa, 
padma, irdhvapatti. The circular 
padmapitha consists of adhodala, 
urdhvadala and karnika as support 
for the foot-plate of the icon. 
Urdhvadala is narrower in width 
comparable to the description in the 
Agamas and the same found in other 
icons of Visnu. The props 


(prabhasanku), extended from 


urdhvapatti, are quite tall and they 
indicate that the prabhavali must be Fig.59. Visnu, Acen. No.473/62 


tall and heavy. 


Beautiful kirita-makuta with proportionately larger makara-purima 
adorns the head. The kirita-makuta measures less than the size of the face in 
height. Ratnapatta above laldta-patia is beautifully designed with small floral 
purimas. Makara-purima in the front of kirifa is very large both in height and 
width. Side purimas are small. Mdld in torana fashion begins from the base, 


runs above the side purimas and ends at the base of purima on the back side. 
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Abhiseka (central part of makuja) is designed like ratnakacita. Pearl strings, 
broad tri-band ratnapatia, padma and kaustubha (mukula) beautify the 


abhiseka on the top. 


The face is round with beautiful features especially the lips and nose. 
Lalata-patia in the form of suspended strings beautifies the forehead in addition 
to karnapuspa on top of the ear. The ear-lobes, larger and touching the 


shoulders, are adorned with makara-kundalas. 


In this four armed icon of Visnu, the upper hands bear kartarimukha 
slightly turned sidewise. Cakra on the right side has six flames. One of the 
flames on the side is broken. The tip of the upper flame is at the level of 
purvakesanta. Two jvalas emerge from the nabhi of cakra on both sides, The 
Sankha (vamavarta), present on the upper left hand has four flames, two on 
sides, one on the top and one at the bottom. The tip of the upper flame is at the 
level of bhrii-sitra. The flame at the bottom of both cakra and sankha is 
unusually designed - the flame comes little forward and rises up. The lower 
right hand bearing abhaya-hasta is slightly raised and hence, the tip of the 
middle finger remains above the level of kaksa-sittra. The lower left hand is 
tiru-hasta, Beautifully designed keyairas with makarakita adorn the front hands. 
Three valayas beautify the wrists of all hands. Angada is present only in the 


front hands at the crook. 


A kanthi, graiveyaka with kaustubha pendant, a broad hdara with netra- 
bandha design and one simple sara adorn the upper part of torso in addition to 
Srivatsa shown as four-petaled flower. Skandhamala in the form of full-blown 
flower on the shoulders, a small loop-like bahumalda only on the left arm and a 


small string-like kaksamdla on the right shoulder are noteworthy in this icon. 


The yajfopavita is three stranded and it has a fastening over the left 
vaksasthala. Both pralamba-sitra going inside the katibandha and pitambara 
and stanasiitra are designed like beaded string. Of the three threads of 


yajnasutra, the middle one is beaded string. The udarabandha with ratnapatta 
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design in the front is placed at the level of hrdayavadhi-siitra. The fold of flesh 


between naval and katibandha is shown bulging prominently. 


The pitambara is beautifully fashioned in hastisundika style and the 


sashes are beautifully portrayed. Katibandha is broad with ratnapatia design in 


the front with two loops hanging from them. Double-side bordered uttariya 


with its semi-circular loop in the 
front and 4arudama __ beautify 
pitambara designed with horizontal 
curves as the texture. Unusually, the 
foot-ornaments (pdda-bhiisana) are 


not shown in this icon. 


At the backside also, the 
yajnhopavita is shown very well with 
individual sitras. The Ssirascakra is 
wider and beautiful. Within the 
prominent rim twenty-four spokes 
are visible in addition to festoons (in 
the form of kontaippi) issued from 
the central knob. The ringlets of 
hair are seen at the nap of the neck 
within the limit of the back part of 
the beaded hdra. Kacca is shown 
beautifully with its end in the shape 


of palm-fan. 
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Fig.60. Visnu, Acen. No.473/62 
back view 


Visnu, Mangammalpuram, Trichy District, Acen. No.553/66 


This small icon of Visnu, datable to 8'"-9"" Century AD, is unique though 


it is much corroded. The icon is in samapddasthanaka standing stance. The 


circular foot-plate is indicative of circular padmapitha which is not available. 


A long kirita-makuta adorns 
the head beautified with /aldtapatia 
with prominent frontal purima. The 
kirita-makuta measures the size of 
the face in height. Ratnapatia on the 
top with padma and mukula are 
seen but the details of makuta are 
corroded, Except the nose and lips, 
facial features slightly 


the are 


visible. Makara-kundala is on the 
right ear and the same on the left 


side is corroded. 


Of the four hands, the upper 
hands bear kartarimukha. As the 
stretched fingers are broken in the 
middle, the attributes i.e. cakra and 
Sankha are not traceable. The tips 
of the fingers of abhaya-mudra in 
the lower right hand are broken. 
The lower left hand is druhasta with 


upturned palm. The closeness of the 


Fig.61. Visnu, Acen. No.553/66 


palm with the thigh, with reference to Agamic injunctions, does not suggest 


gada. Wowever, the fingers in the upturned palm tend to think of gada. 


Moreover, there is no indication of placement of gadd on the foot-plate 


matching to the position of the hand. Skandhamala on the shoulders, keydras 
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above the elbow and two valayas at the wrist adorn the hands. A/vigada is seen 


only on the lower left hand at the crook. 


The traces of kanthi and a broad graiveyaka with netra-bandha design 
are noticeable on the upper part of torso, Due to heavy corrosion, Srivatsa is 
not noticeable. A three-stranded yajfopavita with its broad fastening over the 
left bosom adorns the chest. 
Stanasitra is above the broad 
udarabandha. Yajnasitra remains 
above katibandha whereas urassitra 
(pralambasitra) runs inside the kati- 


bandha and pitambara. 


Pitambara is _ beautifully 
fashioned with sashes. The kati- 
bandha is beautiful but the details 
of kririmavaktra are beyond 
recognition. The frontal semi- 
circular loop of ultariya and dru- 
dama_ beautifies the pitambara. 
Pddasaras are noticeable on the 
feet. 

At the backside of the icon, 


the back part of hara is shown 


almost up to kaksasiitra behind. The 


Sirascakra is cut or corroded. Fig.62. Visnu, Accn. No.553/66 
back view 


Visnu, Krishnapuram, Thanjavur District, Accn. No.574/66 


This icon of Visnu, highly 
ornamental and hence, datable to 
14" Century AD, is undoubtedly the 
icon of worship based on_ the 
eyeballs carved at the time 
netronmilana, Visnu is depicted in 
samapadasthanaka stance on a 
circular padmapitha with upapitha 
below. The upapitha has updna, 
jagati, kumuda, kampa,_ kantha, 
kampa and well-projected iardhva- 
patti, the props (prabhd-sanku) are 
attached to the drdhvapatti and 
kampa_ below. The padmapitha 
consist of eight petaled adhodala and 
urdhvadala with provision to fit the 
foot-plate of the icon. The foot plate 
is slightly depressed. 

The face is round and the 
eyes, lips and nose are well 
pronounced. Laldtapatta with puspa- 
mala design above beautifies the 
face in addition to the long kirita- 
makuta. Ratnapatta with the design 
of flower adorn the head above Fig.63. Visnu, Acen. No.574/66 


lalatapatia. Frontal makara-purima 
of makuta is the origin for lata which runs above the side purimas and ends at 


the back. Abhiseka is designed in ratnakacita fashion. Pearl strings, ratnapatia, 
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padma and kaustubha adorn the makuta on the top. Karnapuspa and makara- 


kundalas adorn the ears. 


In this four-armed icon, the upper hands hold cakra and Sankha on right 
and left respectively. The tip of the stretched fingers of kartarimukha-mudra in 
them is just below hikkd-siira. However, the tip of the upper flame of the 
attributes is at the level of parvakesanta. The cakra has six flames, two on the 
sides, and one on the top, one at the bottom and two at the nabhi on both sides. 
The sankha has four flames, two on the sides, one on the top and one at the 
bottom. The lower right hand is abhaya-mudra with the tip of the middle finger 
almost at the level of stana-cuicuka. The lower left hand is druhasta with the 
palm clinging to the thigh. Two valayas at the wrist, keyaras with broad purimas 


above the elbow and arigada below keyiiras beautify the hands. 


Skandhamala, bahumala and kaksamald are present on the upper part of 
the arm on both sides. Kanthi, a broad graiveyaka, a broad hdra and one thin 
hara are noticeable on the upper part of the torso in addition to triangular- 
shaped Srivatsa. Yajfopavita has the fastening on the left vaksasthala; of the 
four strings, upper one is stanasitra and the lower one, as 
pralambsitra/urassiitra, goes down the katibandha and pitambara. The middle 
two strings are yajfasitra extending to the level of mid-belly shown very well as 


bulged. Udarabandha is placed above the naval at the level of hrdhayavadhi. 


The katibandha is broad with kririmavaktra. Urudama and the semi- 
circular loop of uttariya with sashes on the sides add beauty to the pitambara 
which is simple and well-decorated with horizontal lines. Padasaras adorn the 


feet. 


At the backside of the icon, a large Sirascakra is present with the central 
knob issuing festoons from the middle. The ringlets of hair are arranged 
radially within the limit of back part of the hdra, Bahumdla and kaksamala are 
noticeable also at the back. Katibandha and the kacca are shown a little below 


the limit of pitambara at the top. 
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Undoubtedly, this icon of 
Visnu is one of the  well- 
developed one. However, one 
may notice some minute flaw- 
like features. The spokes (ara) 
of cakra are not uniform. The 
thickness of forearm of the 
upper hands is more than that of 
the front hands. The cutting 
design of hdras is very simple 


rather more decorative. 
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Fig.64. Visnu, Acen. No.574/66 
back view 


Visnu, Krishnapuram, Thanjavur District, Accn. No.569/66 


This icon of Visnu_ in 
samapdadasthanaka stance is one of 
the beautiful and complete ones. 
The pitha consists of circular 
padmapitha with the components - 
adhodala and ardhvadala. The 
square upapitha comprises of 
upana, jagati, kumuda, kampa, 
kantha, kampa and_ fardhvapatti. 
Two rings (sockets/prabhd-susira) 
are attached on both side at 
urdhva-patti and jagati for insertion 
of prabhavali. 

The benign (saumya) face is 
round with prominent facial 
features especially the sharp nose 
and the thin lips. Lalata-patia and 
the base of kirita designed like 
puspaddma adorn the forehead. 
Kirita-makuta is long and it has a 
large makara-purima in the front 
and small purimas on the sides. 
Abhiseka has vertical cross bands 
and decorated as_ ratnakacita, 


Puspadama, ratnapatta, padma and 


kaustubha beautify the top of 


makuta. Karnapuspa, karnapira 
and makara-kundalas adorn the 


ear®°s. 
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Fig.65. Visnu, Acen. No.569/66 


Of the four hands, the upper hands with kartarimukha-mudra hold cakra 
and sankha (vdmavarta) respectively on the right and left. The hands are 
deviated from the bodyupto manibandha and the the portion above 
manibandha lean towards the shoulder on both sides. The tip of the 
kartarimukha of the right hand is 
above the hikkd-siitra and that of 
the left hand is at the level of the 
hikka-sitra. The tip of the upper 
flame of the attributes remains at 
the level of bhri-siitra. Both cakra 
and sankha have four flames, one 
on the top, two at the sides, and 
one at the bottom. The lower right 
hand bears abhaya-mudra but 
slightly leaning outwatds. The 
lower left hand is katihasta. Keyura 
with large makara-purima, angada 
at the karpara, skandhamalas, 
kaksamalas on the shoulder and 
three ratna-valayas at the wrist are 
the embellsishments of the hands. 

A Kanthi with prominent 
beads in the front, a broad 
graiveyaka with — netra-bandha 
design, a thin Adra with kaustubha 


pendent and Srivatsa adorn the 


569/66 


upper torso. Yajnopavita is three- 
stranded with its fastening at the 


left bosom. Stanasiitra is below the 


breat level but well above the 
: a Fig.66. Visnu, Accn. No.569/66 
udarabandha designed beautifully hack view 
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with rainapatia. Yajnasitra has three threads and it is limited above the 
katibandha whereas pralambasitra/urassiitra goes through the pitambara. 

Pitambara is beautiful with horizontal curves and thick ends 
(ambaranta). Katibandha, fashioned with krtrimavaktra, is shown just below the 
upper edge of pitambara. The semi-circular loop of uttariya and its sashes on 
the sides add beauty. Urudaman is shorter. Niapuras above the ankle and 
padasaras below adorn the feet. 

At the back of this icon, sirascakra is placed at the bottom of kirita. The 
central knob bears the spokes and thin rim (little broken) as well as festoons. 
Evenly combed hair and the ringlets of the hair are limited within the back part 
of hara. Fastening of yajfopavita is shown at the back also. Kacca of pitambara 


is naturally shown and the sashes are beautifully placed at sides. 
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Visnu, Kargudal, South Arcot District, Acc.No. 916/78 

This icon of Visnu, in 
samapadasthanaka standing — stance 
datable to 12" Century AD, is 
noteworthy for the stylistic features as 
well as the theme of the icon. The 
upapitha consists of updna, jagati, 
kumuda, kampa, kantha, kampa and 
urdhvapatti. Padmapitha comprises of 
updna, adhodala, trdhvadala and 
karnika. Upana is octagonal in 
consonance with astadala-padma of 
adhodala, Two holes on the jagati part 
of upapitha indicate the nature of this 


icon as cala-bera (processional icon). 


The face is little oval and 
adorned with Jaldtapatia above the 
forehead. The facial features such as 
the eyebrows, the eyes, the nose and 
the lips are fashioned very well. 
Kirita-makuta, measuring less than the 
size of the face, is placed exactly on 
the head with its lower ratnapatta 
positioned at parvakesanta. Ratnapatta 
has small flower like purimas. Kirita- 
makuta is decorated with a broad 
makara-purima in the front. Lata 


emerging from the base of makara- 


purima runs above side purimas and 


Fig.67. Visnu, Acen. No.916/78 


ends at the back. Ratnakacita design of 
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abhiseka is clearly shown in 
cross bands. Pearl _ strings, 
broad ratnapatia, padma and 
kaustubha beautify the kirita. 
Karnapuspa, karnapiira and 
makara-kundalas adorn the 


ears. 


In this four-armed icon 
of Visnu, upper hands bear 
kartarimukha. In the right 
hand, stretched fingers of 
kartarimukha are broken above 
the first parva, hence, cakra is 
not available. Sankha 
(vamavarta) is present on the 
left hand. It has four flames, 
one on the top, one at the 
bottom and two on the sides. 
The lower right hand is abhaya- 
hasta with the tip of the middle 
finger above the breast nut. 
The lower left hand is 
katyavalambita. Three ratna- 
valayas at the wrist, beautifully 
decorated keydra just above the 
crook on the front hands, 
angada at the crooks, bahumdla 
on the left shoulder and string- 
like kaksamdla on the right 


shoulder are the hand 


Fig.68. Visnu, Accn. No.916/78 
back view 


ornaments. Skandhamald, designed in the form of full blown flower 


symmetrical to makara-kundalas, appears on both shoulders. 


On the upper torso, kanthi, broad graiveyaka, hdra, a thin sara and 
Srivatsa are noticeable. Yajnopavita is three-stranded, stana-sitra just below 
the breast, yajnasitra extending upto the bottom of katibandha and 
pralambasitra/urassitra running down inside pitambara. Broad udarabandha is 


placed at the level of hrdayavadhi. 


Pitambara is beautiful in hastisundika fashion with horizontal lines. The 
broad katibandha designed with kririmadnana, drudama, semi-circular central 
loop of uitariya and its sashes symmetrical on the sides beautify the pitambara. 


Padasaras adorn the feet. 


At the back side of the icon, one can notice beautifully designed 
Sirascakra with the festoons emerging from the central knob. The ringlets of 
hair are shown within the limit of graiveyaka shown at the back. Kacca of 


pitambara is done naturally. 
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Visnu, Locality Unknown, Accn. No. 14 


This icon of Visnu, datable 
to 18" Century AD, is complete in 
all details of iconographical 
features, in addition to a few 
aspects chosen by the sculptor 


himself. 


In this icon, Visnu_ is 
depicted in samapddasthanaka 
stance on a typical padmapitha. The 
padmapitha is circular with square 
updna, Other components from 
bottom to top are: kampa, adhodala 
(astadala), pattika and _ karnika 
consisting of padma-like moulding 
with vdjana and idrdhvapatti. The 
karnika is wider suitable for perfect 
jatibandhana of the foot-plate. 
Kampa and pattika above 
urdhvadala have bead-like design. 
The upadala between the main dala 
of the adhodala is designed like 


beaded string. 


The face is little oval with 


prominent facial features. The nose 


Fig.69. Visnu, Accn. No.14 


is little short which has increased 
the size of goji (space between bottom of nose and upper lip). Kirita-makuta 
adorns the head above /alatapatta. The base rim of kirita with ratnapatta design, 
ratnapatta above the base rim and small purima in the front beautify the crown. 


At the backside, the base of kirita is depicted above the ear level i.e. exactly just 


below the kapala. The abhiseka (central part of makuta) is designed like stone- 
studded. The upper ratnapatta, plain in the middle and beaded on the top and 
bottom along with padma and kaustubha (mukula) beautify the makuta. 


Karnapuspa, karnapira and curved ear-pendant resembling the style of 
makara-kundalas adorn the ears. Kanthi, graiveyaka, hara with pendant and 
Srivatsa adorn the upper torso. Stanaksa (nipple) and stana-ciicuka (breast 
nut) are shown prominently which gives peculiar appearance on account of 
their larger size. Yajnopavita has the fastening on the left chest. Stanasutra 
unusually runs below the breast on both sides and tied at the back. Both 
yajnasiitra and urassitra are symmetrically shown on the both sides of slightly 
protruding stomach. Yajnasuira which is to be shown in a particular style on 
both front and back sides is not shown but just as lines at the back. 


Udarabandha has broad frontal design. 


Of the four hands, cakra and sankha (vdmdvarta) are held in 
kartarimukha on upper right and left hands respectively. The stretched finger 
of kartarimukha is at just below hikkda-sitra. The tip of the upper flame of the 
attributes is at the level of bhri-satra. Both the attributes have four flames, one 
on the top, one at the bottom and two on sides. The flames on the sides are 
typically designed — two bands in the middle, the flame above the band and 
tassels below the band. The lower right hand is in abhaya-mudra and the lower 
left in the attitude of varada-mudra, Plain Skandhamala, bahumala, kaksamala, 
one ratnavalaya at the wrist, keyiira in the form of simple double row beads on 
the front hands and keyiira with small purima on the back hands are the hand 


ornaments. 


Pitambara, with beautiful thick edges (ambardanta), is fashioned like 
hastisundika with curves of lines designed like border. Katisitra and 
katibandha, beaded string, small loop of uttariya and strings on the thighs and 
sashes of uttariya falling on the sides adds aesthetic view to this icon. Two small 
garlands consisting of three flowers are noticeable hanging from katfisiitra. 


Napura above the ankle and a large Pddasaras adorn the feet. 
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At the back side of this 
icon, Sirascakra is kept at the 
back not attached to the base 
of kirita. The hair or tresses are 
not present at the back. Two 
circular designs are noticeable 


on the upper part of the back 


hand. Besides the string of 


stanasitra a broad band is 
present but it does not have 


any link with the front side. 


The religious mark, i.e. 
the vertical line with a bindu at 
the bottom of the same, tassels 
of attributes, the features on 
the chest enable to safely 
conclude the icon to be of the 


18"" Century AD. 
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Fig.70. Visnu, Acen. No.14 
back view 


Visnu, Locality Unknown, Accn. No.26 


This icon of Visnu, datable 
to the 18" Century AD on stylistic 
features, is in samapddasthanaka 
standing stance on a pedestal with 
two major sections. The square 
upapitha consists of the 
components from bottom to top: 
updna, padma, kampa, kantha 
(with the depiction of pdda 
section), Kampa and mahdpatti: the 
circular padmapitha _ includes 
kampa, adhodala, pattika and 
urdhvadala with its karnika 
serving as support for foot-plate of 
the icon. 

The face is oval with 
prominent eyes and eyebrows 
especially the nose and lips. The 
lalata-patia is a little wider. The 
kirita, measuring more than the 
height of the face, is beautified with 
a small purima (corroded). 
Abhiseka is designed like 
ratnakacita. Muktadama on the top 


of abhiseka is long. Ratnapatta, 


padma and kaustubha beautify the 


Fig.71. Visnu, Accn. No.26 


makuta on the top. Karnapuspa is 
designed beautifully with full blown flower with a small mukula above. 


Makara-kundalas adorn the ears with their face attached to the jvala of sankha 


208 


and cakra, probably for the safety reason. Karnapdra, hanging from the base of 
karnapuspa, runs along the ear upto the upper part of karnapdsa, turns towards 


the attributes and joins with the trunk of makara. 


Of the four hands, the upper hands with kartarimukha hold cakra and 
Sankha on the right and left respectively. The tip of the stretched fingers of 
kartarimukha is very much below the level of hikka-sitra. Even then, the tip of 
the upper flame of cakra and sankha remain at the level of piirva-kesdnta. Both 
of them have four flames, one on the top, one at the bottom and two on the 
sides. The lower right hand bears varada-mudra with manibandha is exactly 
positioned at the level of naval and tip of fingers at the level of medhra-sutra. 
The lower left hand is druhasta, with all fingers are attached to the thigh. 
Skandha-malas, bahumala, three ratnavalayas at the wrist, one valaya in the 
middle of forearm (prakosta-madhya), keyaira and angada at the crook are the 
hand ornaments. Bahumalds are well designed resembling the broad ratnahdara. 
An ornament, resembling hastapatra' or piraka, is noticeable on the outer side 


of lower left palm. 


A kanthi, a ratnahara, a beaded sara, a hara with pendant and Srivatsa 
adorn the upper part of torso, A broad udarabandha remains at the level of 
hrdayavadhi-siitra, yajnopavita is shown in the form of lines rather well 
projected. Urassiitra below the naval is corroded. Two beaded strings of 
yajnopavita are present below udarabandha on both sides and they join at the 


back giving the impression of channavira, 


Pitambara is beautifully designed in horizontal curves as intermediate 
borders which are depicted in diminishing breadth towards the bottom. Flower 
designs in every part is beautifully executed. Pitambara is lowered well so that 
exposing the little protruding belly. Katibandha with krtrima-vaktra is broad. 
The sashes of uttariya on the sides are attached to the hands at elbow from 


additional support. They are extended till the edge of the garments 


‘Vide. Ornaments in Terminology. 
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(ambaranta). The semi- 
circular loop of uttariya is the 
front is flanked by arudama. 
Two nupuras above the ankle 
and pddasaras on the feet 


adorn the legs. 


At the backside of this 
icon, small Sirascakra remains 
below the base of makuta. 
The festoons are long. Evenly 
combed hairs are seen at the 
nap of the neck, Back part of 
hara, with pendants, is shown 
very well at the back. 
Channavira is shown in lines. 
Katibandha and_ pitambara 
are very well decorated. The 
bows at the end of the 


pitambara are well decorated. 
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Fig.72. Visnu, Accn. No.26 
back view 


6.2. Asina (seated) icons of Visnu 


Visnu, Pondichery, Acen. No.97/48. 


This icon of Visnu 


3 


seated in sukhasana posture 


is one of the icons of the 


i ~ ane"? Ea) 


we 


smallest size (3% inches). 
Moreover, it is complete in 
details comprising the 
principles of Pdfcardtra 
Agamic tradition. However, 
the pitha (pedestal) 
unusually is simple 
vedikasana with just updna, 
kantha and urdhvapattika. 
The remnant of prabhavali 
with one flame found 
attached on the right side of 
the icon above the 
urdhvapattika confirms the 


adherence to  Agamic 


injunctions. Visnu is 
: Fig.73. Visnu, Accn. No.97/48 
depicted seated on the pitha 
conveniently with the left leg folded and placed flat on the pedestal. As the icon 
is positioned a little behind, the right leg is not exactly shown as dangling down 


but folded and stretched a little forward. 


The face is round and the facial expressions can be realised well in spite 
of heavy corrosion. The kirita measures the size of the face. The base of the 
kirita is a broad rim which may be corroded ratna-patta. Makarapurima is 
traceable in front. Due to corrosion, other details are not traceable. A broad 


ratnapatta, padma and kaustubha are noticeable on the top of the kirita. 
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In this four-armed icon, the hands require special attention. Upper 
hands bear kartarimukha in which, unusually, the tip of the stretched fingers are 
raised to the level of lips. Therefore, the tips of the upper flames of cakra and 
§Sankha remain above the level of usnisa or base of makarakata of the purima of 
kirita. The prayoga-cakra on the upper right hand has thin rim (emi) and wide 
central part (drakiita) with the spokes (ara) diminishing in size towards the rim. 
It has four flames, one on the top, one at the bottom and two issued from the 
middle (drakita) on both sides. Sankha (daksindvarta) has it has four flames, 
one on the top, one at the bottom and two on the sides. As the upper hands 
lean towards the shoulders, cakra and sankha are kept closer to the face. The 
lower right hand is with abhaya-mudrd holds padma with the stem between 
angustha and tarjani. Gada is held horizontally in the lower left hand kept on 
the thigh with the palm downwards. One valaya at the wrists and keyura with 


broad purima above the crook are the hand ornaments. 


Makara-kundalas resting on the shoulders adorn the ears. A kanthi 
(upagriva) and broad graiveyaka are on the neck and below respectively. 
Srivatsa is shown noticeable on the right bosom. The yajnopavita with a broad 
fastening over the left breast is like wide strip running above the broad 
udarabandha. Stana-sitra and uras-sitra (pralamba-siitra) are not traceable. 
The pitambara is beautifully fashioned with frills and the spread portion shown 
on the pedestal. Katibandha is broad and krtrima-vaktra is corroded. The sashes 


of uttariya are seen on the pedestal. 


At the back, sirascakra is placed at the level of the eyes. The ringlets of 
the hair are arranged radially from shoulder to shoulder. The kativastra is 
beautifully fashioned. The sashes of uftariya are shown with their ends placed 


on the pedestal. 
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The reason behind the perfection of theme of the icon and the simple 
vedikasana, usually contrary to another, is hard to realise. This icon is datable 
to 9! Century AD based on some of the features such as the kirila, prayoga- 


cakra and absence of flames on the rim of cakra in both front and back. 


Fig.74. Visnu, Accn. No.97/48 
back view 


Visnu, Tirukkannankudi, Thanjavur District, Accn. No. 459/61 


This icon of Visnu is one of the earliest ones following the Pdficaratra 


prescriptions. In this kautuka-bera, Visnu is depicted in ardhaparyankdsana 


type of sukhadsana. The left leg 
is folded and placed flat on the 
padmapitha. The right leg 
hanging down is placed on the 
foot rest i.e. padmapitha. The 
rectangular upapitha, the lower 
part of the pedestal, is very 
simple with updna and jagati. 
The elliptical padmapitha 
consists of eight-petaled 
adhodala and urdhvadala, In 
the pddapitha attached to 
adhodala_ of — padmapitha, 
urdhvadala is slightly larger 
than the size of the foot and 
adhodala is wider and 
supported by a stem below. 
The props (prabhdsanku) are 
slightly extended from the side 


of jagaii. 


Fig.75. Visnu, Acen. No.459/61 


The face is round with double chin. The facial features are well 


pronounced. Kirita-makuta, measuring almost the size of the face is fit exactly 


at purvakesanta; hence, ratnapatia at the bottom of kirita makes the lalata 


narrower. One large purima and two smaller purimas are present on the front 


and sides of the kirita. Lata (creeper-like design) beginning from the bottom of 


frontal purimas runs above the side purimas and culminates at the bottom of 


back purima. The abhiseka (middle part of crown) has vertical bands but the 


details are corroded. The ratnapatia above abhiseka supports padma and 


proportionately larger kKaustubha (mukula). 


Cakra and sankha are held in the upper hands on the right and left 
respectively. It is not exactly kartarimukha but the pair of tarjani and angustha 
holding the attributes. As the stretched farjani is at the level of chin, the tip of 
the upper flame of them is raised almost to the middle part of the crown. Cakra 
(with twelve spokes) has six flames, one on the top, two at sides, two at the 
front and back nabhi and one at the bottom. Sankha (daksinavarta) has two 
flames on the sides and one on the top typically turned towards inside. The 
lower right hand with kataka-mudrd@/simhakarna holds the stem of padma with 
a bud over, The stem is long and touches the right knee. The lower left hand 
with pallava-mudra, placed just above the thigh, holds gadd horizontally in the 
middle of the handle with the bulbous end facing outwards. Two valayas at the 
wrist and keyfiras with makara-purimas above the crook adorn the hands. 


Division of the hands from the baéhumila is well-visible in this icon. 


Large makara-kundalas adorn the ears and hence, shift the position of 
yajnopavita almost to the end of the shoulder. This has the fastening above the 
left kaksa from where the pralambasiira/urassitra hangs down the katibandha 
and its end can be noticed above the shank of the folded leg. The broad 
yajnastitra runs up to the level of naval. Stanasitra is not seen at all. Uttariya, as 
a thin and broad strip, is shown beneath the course of Yajnopavita on both 
sides. A kanthi and graiveyaka and a beautiful Srivatsa adorn the upper torso. 
A broad triband udarabandha is placed well above the naval. The stomach is 
slightly protruding. Vanamaila (Vaijayanti), a unique feature of Visnu, is shown 
very well at the fold of elbow of the back hand. Its back part rests on the 
padmapitha behind. In the front side, it runs on the outside of the front hands 
and its frontal ends culminate at kaustubha almost at the bottom of the 
tirdhvadala of padmapitha, The position of kaustubha on the left side rather in 
the centre indicates the attitude of wearing casually. That is why, obviously, this 


icon has no hara which is supposed to hold kaustubha pendant. Pitambara is 
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well designed with horizontal lines and thick borders (ambardantia). Katibandha 


has the knotted loop in the front. Padasaras adorn the leg. 
P £ 


At the back side, the sirascakra is beautifully fashioned and kept at the 
back of the kirita. However, the festoons generally noticeable in the icons are 
not present. The hair is arranged in ringlets radially in two steps at the back. 


The ends of the kativastra are placed at sides on the padmapitha. 


The size of the icon confirms this to be a kautuka-bera. As per the rules 
of the Paficaratra Agama that kautuka-bera must be in seated posture when the 
dhruva-bera is in seated or reclining position,’ this icon must be belonging to a 
temple with the dhruva-bera in seated or reclining posture but not standing one. 
Based on some of the special features such as yajfopavita, the attributes, 
Vanamala and the padmapitha, this marti is ascribed to Pallava period, and, 


therefore, datable to the 8" Century AD. 


Fig.76. Visnu, Accn. No.459/61 
back view 


' Vide. Types of icons. 
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Visnu, Mangammalpuram, Trichy District, Acen. No. 554/66 


This icon of seated Visnu, created based on the Pdficardtra injunctions, is 
undoubtedly a kautuka-bera, retaining all the details although datable to 8" 


century AD. 


Visnu is depicted’ in 
ardhaparyankasana type of 
sukhasana with the left leg folded 
and placed flat on the padmapitha. 
The right leg thrown down and is 
placed on the foot-rest i.e. padma- 
pitha. The rectangular upapitha 
consists of updna and jagati. The 
elliptical padmapitha has eight 
petaled adhodala and ardhvadala. 
The pddapitha is at the base 
attached to adhodala of padmapitha. 
Its ardhvadala is almost suitable to 


the foot in size and the adhodala is 


proportionate to ardhvadala. The 
lotus petals in both padmapitha and Fig.77. Visnu, Acen. No.554/66 
padapitha are very prominent with 
upadala, The props (prabhasanku) are on the projected part from ardhvadala. 
A beautiful prabhavali is inserted on the props. The prabhavali has three yastis 
(divisional stems), the middle one is very broader. There is one jvalda on the top 
pointing upwards flanked by seven jvalds on the right side in daksindvarta mode 
and six jvalds on the left side in vamavarta mode. 

The face is round with double chin. The facial features especially the 
eyes and the lips are well pronounced. The kirita-makuta, measuring slightly 
more than the size of the face, is positioned at parvakesania with its lower 


ratnapatia forming beautiful curve over the /aldta fits exactly. The makrakita 
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attached to ratnapatia functions as the base of patra-purimas in the front side of 
the kirita. Two smaller purimas are present on the sides of the kirifa. A 
prominent /aid (creeper-like design) beginning from the bottom of frontal 
purima runs above the side purimas and culminates at the bottom of back 
purima. The abhiseka (middle part of crown) has vertical bands with stone- 
studded design. Beautiful ramapatia, padma and proportionately larger 
kaustubha (mukula) in the form of little blown lotus beautify the kirifa on the 


top. 


The makara-kundalas adorning the earlobes are larger forcing the 
yajfiopavita to move to almost to the end of the shoulder. The fastening of the 
yajnopavita above the left kaksa is designed in three beaded section. The 
pralambasiitra/urassiitra, in the form of braided string commences between the 
middle and lower beads, runs inside katibandha and comes out appearing above 
the shank (janghda) of the folded leg. The broad Yajfasdira, in three beaded 
strings runs up to the level of naval. Stanasiira is not seen at all. Uttariya, as a 
thin and broad strip, is shown beneath the course of yajfiopavita on both sides, 
A broad makara-kanthi just below the kambugriva, a thin graiveyaka and a 
beautiful Srivatsa adorn the upper torso. A broad triband stone-studded 
udarabandha is placed well above the naval. Vanamala (Vaijayanti), a unique 
feature of Visnu, is shown very well at the fold of elbow of the back hand. Its 
back part with a beautiful pendant rests on the padmapitha behind. In the front 
side, it runs on the outside of the front hands and runs over the thighs with its 


frontal ends culminating at kKaustubha on the padmapitha exactly in the middle. 


The upper right and left hands hold respectively cakra and sankha in the 
pair of tarjani and angustha. The stretched tarjani is at the level of chin, the tip 
of the upper flame of them is raised almost to usnisdnta. Cakra (with twelve 
spokes) has four flames, one on the top, two at sides, and one at the bottom. 
Sankha (daksinavarta) has two flames on the sides and one on the top. The 
lower right hand with kataka-mudra/simhakarna holds the stem of padma with 


few open petals and a bud over; the stem is long and touches the right knee. 
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The lower left hand with pallava-mudra, placed just above the thigh, holds gada 
horizontally in the middle of the handle with the bulbous end facing outwards. 
Two valayas at the wrist and keyiiras with makara-kiita and patra-purimas 


above the crook adorn the hands. 


Pitambara is well designed 
with horizontal lines and_ thick 
borders (ambardnta). Katibandha 
has the knotted loop in the front. 


Padasaras adorn the leg. 


At the back side, sirascakra 
is beautifully fashioned in the form 
of multi-spokes and kept at the back 
of the kirita. The central knob with 
the lion face is the origin of 
festoons. The hair is arranged in 
ringlets radially at the back. The 


ends of the kafi-vastra are placed at 


sides on the padmapitha. 


Fig.78. Visnu, Accn. No.554/66 
back view 


According to the Pdafcaratra 
Agamas, kautuka-bera must be in 
seated (dsina) stance when the dhruva-bera is dsina or reclining (Saydna),' this 
icon must belong to a temple with the dhruva-bera in seated or reclining 


posture but not in standing stance. 


Based on some of the special features such as yajfopavila, ultariya, 
attributes, upper hands, Vanamala and the padmapitha, this icon is datable to 


the 8" Century AD. 


' Vide. Types of icons 
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Visnu, Locality unknown, Accn. No.17 

This icon of Visnu in 
sukhdsana sitting posture is one of 
the earliest master-pieces, datable 
to 8" Century AD, created 
according to the injunctions on 
Paficaratra Agamas. The left leg is 


folded and placed flat on the 


ar. 
uc oe 4 


padma-pitha (pedestal) — while }: Oe cad 
another leg dangles down almost \\ hg ioe 


Straight and the foot is firmly 
placed on the small padma-pitha 
serving as footrest. The footrest 


(padma-pitha) is elliptical fitting to 


the length of the foot and is Fig.79. Visnu, Acen. No.17 
attached to lower part of adhodala. 

Normally, the hanging leg, according to the prescriptions, is supposed to be 
slightly cross towards inside close to purassitra (brahmasitra/middle plumb- 
line) vertically passing exactly in the middle touching the mid part of mukula 
(sitkha-mani), tip of the nose, nabhi and middle of medhra. The padma-pitha 
measures one third of the icon from top to toe. It consists of eight-petalled 
adhodala and ardhvadala, The padmapitha is placed on a simple upapitha 
consisting of updna, kantha and ardhvapattika. Two props (Sanku) are fixed on 


the ardhvapatti for fixing prabhavali. 


The upper pair of hands with kartarimukha holds cakra and sankha on 
right and left respectively slightly leaning towards the face which is an early 
feature. The stretched fingers of kartarimukha are well open and the attributes 
are inserted well. Cakra has six flames, one on the top, one at the bottom, two 
on the sides and two on both sides of nabhi. Sankha (daksinadvarta) has five 


flames, one on the top, one in the front, one at the back and two on the sides. 


The lower right hand with pallava-mudra in upturned position, raised to the 
level of nabhi-siitra, has corroded traces of padma in the palm. The lower left 
hand with pallava-mudra, remaining below the nabhi-siitra, holds in the palm 
the handle of gada placed horizontally with its bulbous end outwards. Three 
valayas at the wrists, keyiiras with large makarapurima above the crook, 
skandhamala on the upper part of bahu (bahu-mala) and kaksamalas adorn all 
the hands. Presence of kaksamala on the backside of the upper hands is a 


unique aspect. 


The kiritd has the height of the face with thick lips and wide eyes. It has 
broad makarapurimas on all the four sides in addition to /atd-torana design. The 
broad ratnapatia below the kirita has made the forehead narrower. The thin 
earlobes are adorned with large makara-kundalas.' A kanthi (upagriva) and a 
broad hdra beautify the upper part of the chest in addition to Srivatsa (slightly 
corroded). Broad yajfopavita has the fastening almost at the middle of the 
chest at the level of stana-ciicuka. Yajnasiitra remains above the naval but just 
below the broad udarabandha. Stana-siitra is absent. The pralambasitra 
offshoots from the fastening, goes inside the garment and once again appears 


on the ankle of the folded left leg. 


Pitambara is beautifully fashioned with folds in very natural way with a 
simple katibandha and uttariya. Central foldings/frills of pitambara remain 
below the folded leg and appear like dstarana (covering sheet) on the 
padmapitha, The loops/tassels of uttariva are shown hanging on the side of 


padmapitha. Padasaras adorn the feet. 


What is fascinating at the back is the unique depiction of hair tresses 
radially arranged in two rows. Sirascakra is octagonal like the spokes. Like the 


front side, yajfasitra has fastening also at the back side from where the 


' This size of the makara-kundalas can be noticed in the utsava-bera of Visnu at Tentirupper 
(near Tirunelveli) who is known in this place as Makara-netunkulaikkatan (possessor or large 
makara-kundalas). 
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pralambasiutra bifurcates and hangs. The sashes of the uttariya are placed at the 


back on the pddma-pitha on which he is seated and its ends flow down at sides. 


Fig.80. Visnu, Acen. No.17 
back view 


to 
N 
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Visnu, Virudhunagar, Accn. No.5/01 


This kautuka-bera of Visnu, one of the earliest, datable to 8"" Century 
AD, adhering to the prescriptions of the Paficaratra tradition, is unique though 
corroded because of much use in the temple. Visnu is depicted in 
ardhaparyankasana type of 
sukhasana. The left leg is folded 
and placed flat on the karnika of 
padmapitha. The right leg hangs 
down with its back foot placed on 
the adhodala of elliptical padma- 
pitha consisting of kampa, eight- 
petaled adhodala, tirdhvadala and 
karnika supporting the base-plate of 
the icon. The rectangular upapitha 
consists of updna, padma, kampa, 


kantha, kampa and ardhvapatii. 


The face is little oval with 


double chin. The facial features are 


= ga 


not clear due to much usage like 
Fig.81.Visnu, Acen. No.5/01 


daily ceremonial bath (abhiseka). 
Kirita-makuta, measuring half times larger than the size of the face is fit exactly 
at the bottom of usnisa. Hence, the purimas in the front and sides placed on 
ratnapatia are well projected. One large purimas and two smaller purimas are 
present on the front and sides of the kirita. Lata (creeper-like design) beginning 
from the bottom of frontal purima runs above the side purimas and culminates 
at the bottom of back purima. The details of abhiseka (middle part of crown) 
have corroded. The ratnapatia above abhiseka supports padma and kaustubha 


(mukula). 


Of the four hands, the upper hands leaning towards the body hold cakra 


and sankha on the right and left respectively, in the pair of tarjani and angustha. 


te 
tN 
ies) 


The stretched tarjani of the upper right hand is at the level of hikka-sutra; 
hence, the tip of the upper flame of cakra is raised to the level of bhri-sitra. On 
the upper left hand, the stretched farjani is very much below hikkd-siitra, hence, 
the tip of the upper flame of Sankha remains at the level equal to mid-nose. 
Cakra (with twelve spokes and prominent rim) has four flames, one on the top, 
two on the sides and one at the bottom. Sarkha (daksinavarta) has two flames 
on the sides and one on the top. The lower right hand with simhakarna-mudra 
holds the stem of padma with a bud over; the stem is long and touches the right 
knee. The lower left hand with pallava-mudra, placed on the thigh, holds the 
other end of gada horizontally with the bulbous end facing outwards. Two 
ratna-valayas at the wrist and three-stringed keyiras with makara-purimas 
above the crook adorn the hands. Bifurcation of the hands from the béhumila 


is Well visible in this icon in the front side also. 


Large makara-kundalas adorn the ears. The position of yajnopavita 
remains almost at the end of the shoulder. The fastening above the left kaksa is 
faded from where the pralambasatra/urassitra hangs down the katibandha and 
its end can be noticed above the shank of the folded leg. The broad yajnasitra 
runs up to katibandha. Stanasitra is not seen at all. Uttariya, as a thin and broad 
strip, is shown beneath the course of yajnopavita on both sides. Below the 
kambugriva, a kanthi and graiveyaka and a beaded hdra adorn the upper torso. 
Srivatsa is faintly visible in the form of seated Laksmi. A broad triband 


udarabandha is placed well above the naval. The stomach is slightly protruding. 


Pitambara is well designed with horizontal lines and thick borders 
(ambaranta). Katibandha has the knotted loop in the front. The semi-circular 
loop of uttariya is noticeable above the foot of the folded left leg. Padasaras 


adorn the feet. 


At the back side, the sirascakra is beautifully fashioned like multi- 
spoked ornament and kept at the back of the kirita. However, the festoons 
generally noticeable in the icons are not present. The hair is arranged in 


ringlets radially in two steps at the back. The kacca of pitambara is shown 
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beautifully. Uttariya and katibandha are shown individually. The ends of the 
kativastra and the loops are placed at the back side of the icon on the 


padmapitha. 


Fig.82.Visnu, Acen. No.5/01 
back view 


Visnu, Mangammalpuram, Trichy District, Acen. No. 555/66 


This kautuka-bera of seated Visnu, is a creation based on the Pdfcaratra 


injunctions confirmed by the four attributes i.e. cakra, Sankha, gadaé and padma. 


Visnu is depicted in 
sukhasana with the left leg folded 
and placed flat on the padmapitha. 
The right leg thrown down and is 
placed on the pddapitha ie. 
padmapitha. The elliptical 
padmapitha, a separate pedestal 
placed and fit on the socket of 
upapitha, has prominent eight 
petaled adhodala and ardhvadala. 
The pddapitha is attached to the 
base of adhodala of padmapitha; 
and, its ardhvadala, fitting to the 
size of the foot, and adhodala are 


equal in height and projection. The 


rectangular upapitha consists of 


Fig.83. Visnu, Accn. No. 555/66 


upana, jagati, kumuda, kampa, 
kantha, kKampa and irdhvapatti with provision of socket for fixing of 
padmapitha, The props (prabhdsanku) are present on the ardhvapatti. A 
beautiful elliptical prabhavali is inserted on the props. The prabhavali has seven 
yastis (divisional stems), in which the middle one is very broader. There is one 
jvala on the top pointing upwards flanked by nine jvdldas on both sides, in 
daksinavarta mode on the right side and vamdavarta mode on the left side. The 
jvala, second from the bottom on the right side, is broken. 

The face is round with double chin. The facial features especially the 
eyes, nose and the lips are well pronounced. The kirita-makuta, measuring 


slightly more than the size of the face is at pi&rvakesdnta with its lower 


ratnapatia possessing a small purima exactly on the top of /alata-madhya on it 
resembling ciidadmani. The makrakiita on the makuta is the base of 
puspapurima in the front side of the kirita. Two smaller purimas are present on 
the sides of the kirita. A prominent /Jata (creeper-like design) beginning from 
the mouth of makra of frontal purima runs above the side purimas and 
culminates at the bottom of back purima. The abhiseka (middle part of crown) 
has vertical bands with stone-studded design. A beautiful ratnapatia, padma 
and kaustubha (mukula) in the form of little blown lotus beautify the kirifa on 


the top. 


The makara-kundalas adorning the small ears are larger forcing the 
yajnopavita to move little away on the shoulder. Short skandhamalas are 
present on the shoulders. A kanthi just below the kambugriva, a broad 
graiveyaka, a stringed hara and a beautiful Srivatsa adorn the upper torso, The 
fastening of the yajfopavita above the left kaksa is designed in three beaded 
section. The pralambasiira/urassiira, in the form of braided string, runs inside 
katibandha and comes out appearing above the shank (jarighd) of the folded 
leg. The broad Yajnasitra, in three beaded strings runs up to the level of naval. 
Stanasitra in the form of braided string is up the broad triband stone-studded 


udarabandha placed well above the naval. 


In this four armed icon of Visnu, the upper right and left hands hold 
respectively cakra and Sankha (daksinavarta) in the pair of tarjani and angustha. 
The stretched farjani is at the level of hikkd-sutra and the tip of the upper flame 
of cakra and sankha remains at the level of netra-siitra, Cakra has twelve 
spokes, beautifully designed nemi (rim) and a wide nabhi. Both cakra and 
Sankha have four flames, one on the top, two at sides, and one at the bottom. 
The lower right hand with kataka-mudra/simhakarna holds the stem of padma 
with few open petals and a bud over. Its stem is long and touches the right knee. 
The lower left hand with kataka-mudra, at the level of nabhi-sitra holds the tip 
of the handle of gada which has the bulbous end placed at the bottom of 
adhodala of padmapitha. Gada has the size of five tala with reference to the 
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icon. Three valayas at the wrist and triband keydra with patra-purimas above 


the crook adorn the hands. Bifurcation of the arms from baéhumiila is noticeable 


also in the front side. 


Pitambara is well designed with horizontal lines and thick borders 


(ambaranta). Katibandha has the knotted loop in the front. The semi-circular 


loop of uffariya is noticeable on 
the lap. The sashes of uttariya 
are seen on the sides, Niupuras 


adorn the leg at the ankles. 


At the back side, the 
Sirascakra is beautifully 
fashioned in the form of full 
blown flower and kept at the 
back of the kirifa. A petal in the 
middle at the bottom is extended 
as festoon from the rim of the 
central knob. The hair is 
arranged radially in ringlets in 
two steps at the back. Three 
strings of yajfopavita, stana-siitra 
and urassitra are shown very 
well as independent. The end of 


kacca is shown coming out in 


Fig.84. Visnu, Accn. No. 555/66 
back view 


large size. Uttariya, katibandha and katisiitra are shown separately. The ends of 


the uttariya, as loops and spreads, are placed at sides on the padmapitha. 


This kautukabera, supposed to be of the temple with dhruvabera in 


seated (dsina) or reclining (Saydna) stance, is datable to the g* Century AD, 


based on some of the special features such as yajnopavita, attributes, upper 


hands and the padmapitha, 


to 


Visnu, Cheranmahadevi, Ambasamudram Taluk, Tirunelveli District, 
Accn. No.20 
This icon of Visnu, one of the best specimens of later Pandyan School of 


art, is complete in all features following the prescription of Vaikhanasa agama. 


Visnu is depicted in 
sukhasana stance on a rectangular 
pitha (pedestal). However, the erect 
torso and the position of the right 
leg is indication of virasthanaka 
attitude.. The left leg is folded and 
placed on the pedestal by which the 
nalaka of the ankle remains exactly 
at the middle plumb-line; and, the 
right leg hangs down and it is placed 
on simple pddapitha, which has 
padmapitha design but without the 


carving of lotus petals. The 


rectangular pitha, a __ typical 


Fig.85. Visnu, Acen. No.20 


bhadrapitha,’ consists of upana, 
jagati, vrttakumuda, kampa, kantha (with pdda design) and drdhvapaittika. 
There are two rings provided at the lower part of jagati on both sides for the 
processional purpose, Two thick and broad props (prabhdasanku) are attached 
to the drdhvapatti of the pedestal. A recessed strip (pattika) above the 
urdhvapatti functions as the base of base-plate of this seated icon. 

Face is a little oval with sharp nose and other facial features. Goji (space 
between the upper lip and base of the nose) is wider. The conical kirita-makuta 


adorning the head has beautiful rainapatta. However, makarapurima in the 


front, /Jatia design commencing from the bottom of makarapurima and running 


' Kasyapa Silpasastra. 50.32b-35a. This text mentions ghrtavari (depth for flow of water), as a 
topmost component. However, this component is not applicable for metal icons. 
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above the side purimas are not carved as high level projection. Abhiseka 
(middle part of the crown) has ratnakacita design. The upper ratnapatia with 
pearl strings (muktadama) below, and padma and kaustubha above adorn the 
top of the kirita-makuta. The ears are beautified with karnapuspa, karnapiira 


and makara-kundalas with their tail entering into the earlobe from behind. 


Of the four hands, the upper ones bear kartarimukha facing sidewards. 
Upto the wrist, the hands are kept away from the shoulder but the 
kartarimukha \eans towards the body. Cakra on the upper right hand is well- 
designed nabhi with three rings, the aras (spokes) designed like lotus petals and 
nemi (rim) with two rings. It has six jvd/ds, one on the top, one at the bottom, 
two on the sides and one on both side of the nabhi. Sankha (daksndavarta) on 
the upper left hand has five flames, one on the top, one at the bottom, two on 
the sides and one at the back. The lower right hand is abhaya-hasta with the tip 
of the middle finger positioned at the level of stanacticuka. The lower left hand 
bears simhakarna/ahayavarada-mudra with the lower part of the palm lowered 
to the level katibandha. Three valayas at the wrist and keyiira with elaborate 
purima adorn the hands in addition to skandhamala, bahumala (hara-type) and 


kaksamala on both sides of the both shoulders. 


A beaded kanthi below the kambugriva, a broad graiveyaka and belled 
hara and Srivatsa adorn the upper torso. The five-stringed yajfopavita is three- 
stranded with the fastening at the middle of the chest. Stansitra is at the level of 
the lower part of the chest and the pralambasitra (urassitra) goes down the 
katibandha and pitambara. Udarabandha is two-banded with pearl strings 


hanging below. 


Pitambara is well designed with horizontal lines and floral designs 
alternatively. The central part of pitambara folded and placed below the left leg 
and spread below offers an appearance as if seated on dstarana (spread cloth). 
Katisiitra and katibandha with krtrimavaktra and sashes of uttariva hanging on 


the sides beautify the icon. It is hard to realise that the jatibandhana has taken 
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place just beneath the garments. Two pddavalayas at the ankle and kinkini 


(belled pddasaras) adorn the feet. 


At the back side, sirascakra is placed exactly at eyelevel. It has the 
design six lotus petals (inverted lotus) with the central knob issuing tassels. 
Well combed hair at the nap and the ringlets below are arranged radially. A 
prominent fan-like kacca is visible above the katibandha and uttariya. This icon, 
with its size and the rings on jagati for processional reasons, clearly indicate the 
function of utsava-bera. This seated icon, supposed to be of the temple with 
dhruva-bera in seated reclining stance, is datable to the middle of the 13" 
century AD, based on the iconographical features such as skandamala, 


bahumala, kaksamala and attributes. 


‘ig.86. Visnu, Accn. No.20 
back view 
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Visnu, Tiruvelangadu, Mayiladuturai Taluk, Nagapattinam District, 
Acen. No.321/54 
This icon of Visnu is in sukhdsana seated stance, with left leg folded and 


placed horizontally and the right leg hanging down. The upapitha consists of 
upana, jagati, kumuda, kampa, kantha, kampa and drdvapattika. The semi- 
circular padmapitha comprises of 
adhodala and urdhvadala, 
Padmapitha is in semi-circular form 
in order to position the seated icon 
for the convenient depiction of the 
hanging leg. Urdhvadala has the 
height of half of adhodala and it is 
beautifully depicted with the lotus 
petals and upacchada (short 
intermediate petals). Two 
projections on both sides one 
attached to the drdhvapatii and 
another to kumuda are 


prabhasusira (socket). 


The face is round with 
beautiful facial features. A long Fig.87. Visnu, Accn. No.321/54 
kirita-makuta adorns the head 
above the /alatapatia. A large makarapurima above the ratnapatia, two purimas 
on the sides, one small purima at the back and rainamdla, beginning from the 
bottom of frontal makara and ending below the purima at the back, beautify 
the kirita. The middle part of the crown vertical bands with stone-studded 
design. The broad rainapatia with pearl strings below and padma and kaustubha 
on top adorn the upper part of kirita. Karnapuspa, karnapira and makara- 


kundalas are on the ears. 


In this four armed icon, the upper hands hold cakra and daksindvarta 


Sankha on the right and left hands respectively. Although the tip of the 
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stretched fingers of kartarimukha-hasta remains at the level of hikka-sutra, the 
tip of the upper flame of the attributes remain at the level of parvakesanta. 
Cakra, designed with sixteen spokes, has six flames, one on the top, two on the 
sides, one at the bottom and two on both sides of nabhi. Sankha has four 
flames, one on the top, two on the sides and one at the bottom. The lower flame 
of both cakra and Sankha are turned outward. The lower right hand is abhaya- 
hasta, with manibandha above the naval. The left hand bears dhuya- 
varadalsimhakarna-mudra, with karatala-madhya (mid-palm) below the naval. 
Three ratnavalayas at the wrist, keyira with large makarapurima above the 
elbow, one valaya at the crook of back left hand, skandhamala on both 
shoulders, hdra-type bahumala on the front right shoulder and a string-like 


bahumala on the front left shoulder are the embellishments of the hands. 


A kanthi, a broad graiveyaka, a stringed hara and Srivatsa are seen as 
ornaments on the upper torso. Yajfiopavita is three-stranded with its fastening 
in the mid-chest above the level of stancticuka. Stanasitra, the top strand below 
the breast level, goes behind while the lower strand, ie. 
urassitralpralambasutra goes into the katibandha. Yajnasitra is up to the level 
of katibandha. The stomach portion between urassiitra and yajfasiitra is 


slightly protruding. 


Pitambara is beautiful with divisions of floral design bordered with 
horizontal lines. The katibandha is natural. The semi-circular loop of ultariya on 
the lap is flanked with druddma on the sides, The ends of uttariya are shown on 


the padmapitha. Padajalas adorn the feet. 


At the back of the icon, Sirascakra is beautiful with number of spokes 
and tassels from the central knob. Hair is well combed and arranged in ringlets 
radially within the limit of the back part of necklace. Urassutra and 
pralambasitra are not noticeable. Pitambara is well-designed at the upper part 
of kacca. The sashes of the kati-vastra are beautiful. This kautuka-bera, based 


on iconographic features, is datable to about 13" Century AD. 
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Visnu, Tirumarugal, Nagapattinam District, Accn. No.1888/96 


This icon of Visnu, datable 
to 12" Century AD, is in 
sukhdsana_ seated posture on 
elliptical padmapitha consisting of 
upana, adhodala, tirdhvadala and 
karnika. The urdhvadala is semi- 
elliptical to accommodate the 
seated posture with one of the legs 
thrown down. The left leg is 
folded and placed flat on the 
pedestal and the right one hangs 


down. 


Of the four hands, the 


upper hands, bearing  kartart- 
mukha with the palm facing the Fig.88. Visnu, Accn. No.1888/96 
onlooker, hold semi-profile cakra 

and Sankha (vamavarta) on the right and left respectively. Cakra has four 
flames on all four cardinal points of the rim. Sankha has five flames, one on the 
top, two at sides, one at the bottom and one at the back. The lower right hand is 
abhaya-hasta. and the lower left is simhakarnal/ahiya-varada. Three 
ratnavalayas, keyiira with prominent makarapurima, a short skandhamala, 


kaksamala in the form a small-string are the hand ornaments. 


The face is benign and round with proportionate eyes, nose and lips. 
The kirita-makuta with a ratnapatia at the bottom is beautified with — frontal 
makarapurima and two small side purimas and stone-studded design in the 
middle part of makuta. A wide ratnapatta with hanging strings, padma and 
kaustubha (mukula) adorns the top of the kirita. Karnapuspa, karnapira and 
makara-kundalas are the ear- ornaments. Two beaded-strings of kanthi, a broad 


graiveyaka, a beautifully designed sara (sarika), a thin hara with pendant and 


Srivatsa are noticeable on the upper part of chest. A thin fastening of the 
Yajnopavita is unusual. Of the five strings of Yajfopavita, the upper one is 
stanasitra and the lowest one is urassitra/pralambasitra going down 
katibandha. Three middle strings i.e. yajnasiitra are seen up to the level of 
katibandha, Udarabandha is three banded and stone-studded. The stomach 


below the naval is depicted protruding slightly. 


Pitambara is beautiful with horizontal lines and with thick border 
(ambaranta). Katibandha is broad with round medallion with krtrimavaktra. 
The semi-circular loop of uttariya is noticeable on the lap. Broad and long 


Padajalas adorn the feet. 


At the back of the icon, SiraScakra, designed with eight aras (spokes) 
resembling lotus petals or yava grain and festoons from the central knob, is 
placed at the bottom of kirita, The ringlets of the hair are beautifully arranged 
radially within the limits of hdra which has pendant also at the back. The lower 
portion of the kacca is prominently 
shown. Katibandha and uttariya are 
shown beautifully. However, the 
end of kacca above the katibandha 
and sashes of ultariya generally 
shown at the sides are not 


noticeable in this icon. 


Both the size of this icon of 
Visnu and with two holes on the 
pitha to insert danda for the 
processional reasons confirm this 


icon to be a utsava-bera. 


Fig.89. Visnu, Accn. No.1888/96 
back view 
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Visnu, Tiruppuvanam, Sivaganga Taluk, Madurai District, Accn .No. 15 


This icon of Visnu, datable to 12""-13" Century AD, is very unique and 
stands an important and valid proof of following the Agamic injunctions as well 


as some technical aspects the sculptor had adopted. 


Visnu is depicted here in 
sukhdsana pose with the left leg 
folded and placed flat on the 
pedestal and the right leg dangling 
down. The face is round with 
double chin and all facial features 
such as wide eyes, beautiful 
eyebrows, sharp nose and _ lips 
especially, cubuka shown very 
well. The kirita-makuta, measuring 
one and half times of the face, is 
very unique. Above /aldtapatta, the 
base of kirita is decorated with 


beads and well-designed ratnapatia 


above. Frontal makarapurima is 


‘ig.90. Visnu, Acen .No.15 


very larger but the details are 

corroded. The side purimas are also larger. The upper section of Kirila 
consisting of ratnapatia, mukiaddma, astadala-padma and kaustubha (mukula) 
beautifies kirita-makuta. The larger karnapuspa, karnapira in the form of pearl 


strings and makara-kundalas adorn the ears. 


The attributes cakra and daksindvarta sankha are held in the 
kartarimukha of the upper hands on right and left respectively. Cakra has 
sixteen aras (spokes) on both sides. Sarikha has a typical dividing line on the 
left side and the spirals are very prominent. Both the attributes have four 
flames, one on the top, one at the bottom and two on the sides. The lower right 


hand is abhaya-hasta and the left one is ahiyavarada/simhakarna-mudra. A 


broad ratnavalaya at the wrist and beautiful stone-studded angada above the 
elbow and Skandhamalas beautify the hands in addition to hara-type bahumala 


and kaksamala on the shoulders in front and back of the icon. 


The neck seems to be unnatural at the joint with the head. A simple 
upagriva and a broad graiveyaka adorn the upper torso. Unusually, the 
yajnopavita, upto the fastening in the middle of the chest at the hArdaydvadhi 
level, is thin and it bifurcates into stanasatra and yajfasitra. Udarabandha, 
well-designed with pearl strings, is positioned unusually just below the breast 


rather at the Ardaydvadhi level. 


Pitambara is beautifully designed with horizontal lines and thick border 
(ambaranta). The katisitra and katibandha are very simple without much 
ornamentation and krtrimavaktra, The semi-circular loop of uittariya is 
noticeable on the lap. Napura above the 
ankle and long pddajdla below adorn the 


feet. 


At the back, beautifully designed 
Sirascakra is noticeable. The prominent 
rims, the aras and large festoons from the 
central knob are noteworthy. Tresses of 
hair are present radially within the limit of 
back part of kanthi and graiveyaka, The 
kacca at the back is beautifully placed 


above katibandha, The ends of uttariya are Fig.91. Visnu, Acen .No. 15 


shown on the pedestal. back view 


The pitha (pedestal) of this icon deserves special mention. It consists of 
upana, mahadpadma, kampa, padma, pattika, jagati, adhah-padma, kumuda, 
tirdhvapadma, kampa, kantha (with pdda design) and adrdhvapatti. In fact, total 
pitha is cast in two parts, the upper part comprising the seated icon of Visnu 
and the pedestal upto kampa below jagati. The remaining components are the 


mouldings of the lower part. Jatibandhana has taken place at the joint of the 


237 


two sections of the pitha. This is 
undoubtedly to follow two important 
dgamic injunctions i.e, ratna-nydsa and 
provision of pdda-padmapitha. If the 
pedestal is observed from beneath, one 


can notice nine projected sockets for the 


deposit of nine precious stones (nava- 
raina) which had taken place above the Fig.92. Acen .No.15, Ratna-nydsa 
first level of the pedestal. The pddapitha 

(foot rest) in the form of padmapitha is an important feature of the standard 
worshipable icon. Therefore, prior to the fixing of two parts of pedestal and 
deposit of navaratnas, a separate padmapitha is created and inserted (with 
locking facility inside) at the kumuda level 
just below the dangling foot. Moreover, a 
little portion of drdhvapatti of the pedestal 
is cut to accommodate the shank (jarigha) 
of the hanging leg in order to position the 
icon exactly in the middle of the pedestal. 


In the Vaikhanasa Agamas, 


Visvaksena, the head of attendants of 


Visnu, resembles His Lord in all features 


Fig.93. Accn .No.15, Pada-pitha 


excepting Srivatsa and pralambasitra. On 
this base, one may tend to take this as the icon of Visvaksena. This problem can 
be solved based on certain features: a) In this very much used icon, vaksasthala, 
the place of Srivatsa, is very much corroded and hence, even standksa (small 
circle around the breast-nut) is also corroded. In some Visnu icons.Srivatsa is 
not present. b) Urassiitra/ pralambasiitra is not present in some icons, hence, 
absence of pralambasitra is not a main criteria. c) High importance of pada- 
padmapitha decided by the Silpin/dcdrya is an important aspect to conceive this 


icon to be a kautuka-bera of Visnu rather Visvaksena. 
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6.3. Sthanaka (standing) icons of Visnu with Consorts 


Visnu with Consorts, Peruntottam, Sirkali Taluk, Thanjavur District, 
Acen. No.2. 


This utsava-bera of Visnu, created following the injunctions of 
Pafncaratra Agama, is accompanied with the icons of consorts. In this, Visnu is 
depicted in samapadasthanaka and the consorts in sthitakuficita stance. The face 
is slightly oval with sharp nose and evolved level of the eyes and eye-brows. 
The long kirita-makuta is much ornate. The ratnapatia and lalatapatia beautify 
the kirita which has the frontal makarakiita (makara-purima) occupying the full 
height of abhiseka i.e. from the lower ratnapatia to upper ratnapatia. The upper 
ratnapatia is capped with padma and kaustubha (mukula). Karnapuspa, 


karnapira and refined makara-kundalas adorn the ears. 


‘ig.94. Visnu with Consorts, Acen. No.2. 
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Of the four hands, the upper hands with kartarimukha hold cakra (semi- 
profile) and sankha (daksindvarta and semi-profile) on the right and left 
respectively. Both cakra and sankha have four flames, one on the top, one at 
the bottom and two on the sides. One of the side flames of cakra is broken. The 
lower right hand with abhaya-mudra has a small well blown padma just below 
tarjani (index finger) in which the stalk of the lotus is supposed to be shown 
between angustha and tarjani. Abhaya-hasta slightly leans towards outside. The 
upturned palm of the lower left hand is placed on the tip of handle of gada. 
Gada, narrow with three bands, measures five and half ‘alas proportionate to 
the icon. Therefore, its bulbous end is not placed on the foot-plate but on 
adhodala of padmapitha. Three valayas at the wrist, keyara with long elaborate 
purima above the crook, arigada at the crook, skandhamdlds, bahumald on the 
right upper shoulder and kaksamala on the left upper shoulder are the 


embellishments of the hands. 


A kanthi, graiveyaka with netra-bandha design, hara and Srivatsa adorn 
the upper torso, The yajfiopavita is three-stranded with its fastening on the left 
bosom. Stanasiitra runs just below the breast level, urassatra/pralambasitra 
runs down the katibandha and the yajnasitra is extended upto the lower end of 


katibandha. A broad udarabandha is noticeable above the naval. 


Pitambara is well designed in hastisundikd fashion with horizontal curves 
with uniform interval. The knotted fold extending up to the end of the 
pitambara appearing between the thighs is wide and, hence, showing exact 
shape of the thighs and the portion below the knee. Katibandha is wide with a 
large krtrimanana (lion’s face). The fold of uttariya below katibandha, semi- 
circular loop of uttariya in the front, larger than aruddma, and the sashes if 
ultariya on the sides all add an elegant appearance to this icon. 
Padapatra/bhujangavalaya is noticeable above the ankle of right leg. Padasaras 


adorn the feet. 


The pedestal consists of square upapitha and circular padmapitha. 


Upapitha, from bottom to top, has updna, jagati, kumuda, kampa, kantha, 
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kampa and ardhvapattika. The props (prabhasanku) on the urdhvapatti are 
supported by a figure of lion with their frontal body visible. Padmapitha has 
adhodala (astadala) and ardhvadala with its karnika supporting the foot plate 
of the icon. Jatibandhana technique proves the talent of the sculptor. All pitha, 
the main icon and gad@ are separate castings. Jatibandhana has taken place by 
inserting the foot-plate into the socket of padmapitha. At this time, the upper 
end of gada is inserted inside the socket on the inverted palm and the lower end 


is slotted in a small socket on the adhodala of padmapitha. 


At the backside of this icon, the siraScakra is worked with a beautiful rim 
with its spokes resembling lotus petals. A beautiful tassel hangs from the 
central knob. The braided locks of hair with ringlets are radially arranged. 
Pitambara is worked very well. The noteworthy feature is the tucked-up end of 


kacca at the waist. 


Consorts: Sridevi and Bhudevi 

The icon of Visnu is flanked by that of Sridevi and Bhidevi on the right 
and left respectively. Both of them are depicted samabhanga style of 
sthitakuficita pose, with the outer leg placed firmly on the pedestal and the 
inner leg slightly bent at the knee and placed on the pedestal. Inner hand of 
them is simhakarnalahiiya-varada and another hand is dola-hasta dangling 


along the body. Both of them are adorned with karandamakuta. 


Sridevi is depicted with embellishments: patrakundala, kanthi, 
graiveyaka, channavira, skandhamala, badhumdla on the left shoulder, 
kaksamala on the right shoulder, cddaka, arigada at the crook and three valayas 
at the wrist. The silken garment is topped with Sronisutra (waist belt), mekhala 
and arudama. The sashes of garments are shown on the sides. Padasaras adorn 


the feet. 


In the icon of Bhidevi, one can notice the embellishments: makara- 
kundala, kanthi, graiveyaka, hara, single-threaded yajnasatra with the fastening 


above left breast, skandhamala, bahumald on the right shoulder, kaksamala on 
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the left shoulder, cidaka, angada below the crook and three valayas at the 
wrist. The cotton garment is topped with sronisdtra (waist belt), mekhala and 
tirudama. The sashes of uttariya are shown hanging from the level of Sronisiitra 


and sashes of garments are shown on the sides, Pddasaras adorn the feet. 


The pedestals of Sridevi and Bhidevi resemble that of Visnu but without 
the props (prabhasanku). Unusual feature of this group is - two rings on both 
sides of the pedestal at jagati level are provided only in these icons but not in 


the icon of Visnu. 
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Visnu with Consorts, Srinivasanallur, Musiri Taluk, Trichy District, 
Acen. No.31 


This unique utsava-bera of Visnu, created following the injunctions of 
Vaikhanasa Agama, is accompanied with the icons of consorts viz., Sridevi and 
Bhidevi. In this, Visnu is depicted in samapddasthanaka and the consorts in 


sthitakuficita stance. 


The face is slightly oval with sharp and elegant nose and pronounced 
lips. Lalatapatia in the string form with intermediate strings makes the forehead 
little narrower. The kirita-makuta measuring little more than the height of the 
face is much ornate. The ratnapatta at the bottom supports the frontal 


makarakiita (makara-purima). The mald (torana design) beginning from the 


Fig.95. Visnu with Consorts, Accn. No.31 


bottom of makarakita runs above the side makara-purimas. Abhiseka is topped 
with ratnapatia which is decorated with pearl strings below and padritt and 
kaustubha on the top. The position of the ears is slightly lower than the netra- 


sutra. Karnapuspa, karnapira and refined makara-kundalas adorn the ears. 


In this four armed icon of Visnu, the upper hands with kartarimukha 
hold cakra and sankha (vamavarta) on the right and left respectively. The 
stretched fingers of kartarimukha remain at the level of hikkd-satra. Even then, 
the tip of the upper flame of the attributes is raised to the level of purvakesanta. 
Cakra is beautifully designed with sixteen spokes, a wide nabhi and thin nemi. 
Both cakra and sankha have six flames, one on the top, and one at the bottom, 
two on the sides, one in the front and one at the back. The lower right hand 
bears abhaya-mudra, slightly leaning towards outside. The palm, from 
manibandha to the tip of the finger, is smaller than the upper one. The tip of 
the middle finger of abhaya-hasta is lower than the level of stanasutra. The 
lower left hand is druhasta designed beautifully. Two ratnavalayas at the wrist, 
keyura with beautiful makara-purima just above the crook, angada with the 
floral design at the crook, skandhamalas, hara-like bahumdlas on the upper 
shoulders and kaksamdla on inner side of upper shoulders are the 


embellishments of the hands. 


A kanthi, graiveyaka with kausthuba design, hdra with netra-bandha 
design and triangular Srivatsa adorn the upper torso. The yajfopavita is three- 
stranded with its fastening on the left vaksasthala just above stanaksa. 
Stanasitra runs just below the breast level, urassiitra/pralambasitra runs down 
the katibandha and the yajnasiitra is extended upto the lower end of 
katibandha. A broad udarabandha, with prominent ratnabandha design in the 


front, is noticeable above the naval. 


The pitambara is well designed in hastisundika fashion with horizontal 
curves with proper interval and floral design between all curves. Katibandha is 
wide with a large krtrimanana (lion’s face) with the strings hanging from the 


mouth of the lion. The folds of uitariya below katibandha, semi-circular loop of 
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uttariya in the front smaller than arudama and the sashes of uttariva on the 


sides add beauty to this icon. Pddasaras adorn the feet. 


The square upapitha of the pedestal is formed with ksudropdna, updna, 
kampa, kantha (with pada design), kampa and ardhvapattika; and, the circular 
padmapitha consists of adhodala (astadala) and ardhvadala with its concave 


karnika as the foot-plate of the icon. 


At the backside of this icon, the sirascakra is worked with a beautiful rim 
with its spokes resembling lotus petals. A beautiful tassel hangs from the 
central knob. The braided locks of hair with ringlets are radially arranged. The 
noteworthy feature is the tucked-up end of kacca at the waist. Pitambara is 


worked very well. 


Consorts: Sridevi and Bhidevi: 


The icon of Visnu is flanked by the icons of Sridevi and Bhidevi on the 
right and left respectively. Both of them are depicted samabhanga style of 
sthitakufcita pose, with the outer leg placed firmly on the pedestal and the 
inner leg folded at the knee and placed on the pedestal. The outer hand of them 
is dolahasta, dangling along the body. A beautiful padma is held in the 
simhakarna-hasta of Sridevi and lily (nilotpala) is placed in the kataka-hasta of 
Bhidevi. Both of them are adorned with karandamakuta, decorated with larger 
purimas in the front and smaller purimas on the sides. Karandamakuta of 
Sridevi has beautiful three-layered ratnapatia whereas that of Bhidevi is 


adorned with a thin ramapatta and /alatapatia. 


Sridevi is depicted with embellishments: Karnapuspa, patrakundala, 
kanthi, graiveyaka, hara, channavira, skandhamala, bahumdla, kaksamala, 
ctidaka, angada at the crook and two ratnavalayas at the wrist. In addition, two 
strings hanging from the shoulder beautifully runs up to kuca-bandha (breast- 
band). The silken garment with floral design clinging to the body is topped 


with Sronisiitra (waist belt), mekhala, drudéma and semi-circular loop of 
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ultariya in front. The sashes of garments are shown on the sides. Padasaras 


adorn the feet. 


In the icon of Bhidevi, one can notice the embellishments: karnpuspa, 
karnapiira, makara-kundala, kanthi, graiveyaka, hdra,  single-threaded 
yajnasitra with the fastening above left breast, skandhamala, bahumala, 
kaksamala, ctidaka, angada below the crook and two ratnavalayas at the wrist. 
The silken garment is topped with Sronisiitra (waist belt), mekhala and 
urudama, in addition to the semi-circular loop of uttariya in the front. The 
sashes of ultariya are shown hanging from the level of Sronisiira up to the 
middle of the thigh. The sashes of garments are shown on the sides. Padasaras 


adorn the feet. 


The icons of Sridevi and Bhidevi are in standing stance on the pedestal 
resembling that of Visnu. Two holes at the bottom of kantha of the pedestal in 
all icons indicate the group to be utsava-beras, datable to 14""-15'" Centuries 


AD based on iconographical features. 
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6.4. Asina (seated) icons of Visnu with Consorts 


Visnu, Olayakunnam, Thanjavur District, Accn. No.503/65 


In this icon of seated Visnu 
created following the injunctions of 
Pafcaratra Agama, though of late 
period ic. 15 Century AD, 
incorporates some of the earlier 
features. This is the only metal icon 
where Visnu is flanked by consorts 
viz., Sridevi and Bhidevi who are 
depicted as piijjaka (worshipper) in 


the attitude of worship. 


In this icon, Visnu is depicted 
seated in the middle of circular 
padmapitha by which sukhdsana 


posture has taken the form of 


almost Jalitasana. The left leg is 


Fig.96. Visnu, No.503/65 


folded and placed flat on the 

padmapitha and the right leg, raised at the knee is placed horizontally with the 
foot placed firmly on the pedestal. The icon of Visnu is defined in sapta-tala 
style of iconometry. Hence the face, the torso and protruding belly (/ambodara) 


are very large and prominent comparable to the size of the limbs. 


The face is oval and wide with protruding eyeballs and lips with upward 
curve. Two layers of /aldfapatia are present on the forehead. Kirifa-makuta is 
short with its base wider than the circumference of the head. Ratnapatta has 
puspapurima in the front and sides. Latd-torana design is well projected on the 
abhiseka topped with ratnapatta, padma and mukula. The hair-locks are shown 
spreading like vikirnajata. Makara-kundalas are designed with the face of 


crocodile taking the term ‘makara’ to mean crocodile. 


Of the four hands, upper hands hold cakra and sankha (vamavarta) on 
the right and left respectively. The kartarimukha-mudra is unusual with the tip 
of the stretched fingers raised to the level of netra-siitra and, hence, the tip of 
the attributes above the level of usnisa. Cakra has five flames, one on the top, 
one on the bottom, two on the sides and one in the front on nabhi, Sarikha has 
four flames, one on the top, one on the bottom and two on the sides. The lower 
hands bear pallava-mudra with the palm turned upwards. A lotus, with wide 
karnika and four small petals on the sides, is placed on the right palm. The left 
palm is empty but it is supposed to hold gada placed horizontally on it as 
noticed in the icons of Visnu (Accn. Nos.17, 5/01, 554/66, and 559/61). 
Bahumala on the shoulders, two valayas above the crook, one valaya on the 
wrist of the upper right hand, two valayas on the wrist of other hands are the 
hand ornaments. A broad graiveyaka, a broad three-stringed yajnopavita and 


udarabandha with beautiful central medallion adorn the torso. 


Pitambara is simple 
with horizontal — borders. 
Katibandha is _ beautifully 
designed with krtrimdanana. 
The sashes of uftariya hang 
down and spread on both 
sides as three separate 
tassels. Pdadakataka adorn 


the feet at the ankle. 


At the back side, the 
spread of hair tresses, stout 


torso and plumb lower 


portion almost resembles 


the back-side of icon of Fig.97. Acen. No.503/65 


=e ei , back view 
Gajadnana and talamana of 


this icon is easily realised by this appearance. The spread hair-locks appear like 


the manes (sata) of Narasimha, one of the incarnations of Visnu. 


The pada (legs) of prabhasanku is fixed on the padmapitha just at the 
back side of the icon of Visnu and this serves as the back-support of Sridevi and 
Bhudevi depicted seated on the sides. Both of them are in padmasana seated 
stance with anjali-hasta in worshipping attitude, Karanda-makuta is longer than 
the face but the hair tresses spread radially on the sides (vikirnakesa) and large 
patrakundalas dominate the face. Their total size (from base to kirita) is up to 
the level of hikka-siitra of the icon of Visnu. They are adorned with graiveyaka, 


hdara, bahumaila and ratnavalaya on the wrists. 


The prabhavali is designed in grand manner. Large makaras at the 
bottom of prabhavali on both sides support the entire prabhavali, It has five 
yastis, thin first one with simple design, next broad yasfi with floral design with 
long interval and the third yasti simple like the first one. A beautiful forana 
inside the first yasti, hamsavdla (tail of swan) above the third yasfi and the 
flames on the fourth yasfi prove the majestic appearance and importance of the 
icon. The top most central flame on the rim of upper yasii is flanked with 
fourteen daksindvarta flames on the right side and the same number of 
vamavarta flames on the left side. Hamsavala moulds are seven on each side, 
daksinavarta on the right side and vamavarta on the left side. A large central 
medallion with pearl design is placed on the broad second yasti exactly above 


the canopy of torana. 


Padmapitha is very simple with the mouldings of adhodala, pattika and 
urdhvadala in the same fashion padma mould is noticeable in Kerala temples. 


In addition to this, all the features clearly indicate this icon to be of Kerala. 
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Visnu with Consorts, (Seated Two-armed) 
Komal, Mayiladuturai Taluk, Nagapattinam District. Accn. No.18 


Fig.98. Visnu, Accn. No.18 


This kautuka-bera of Visnu, accompanied with the icons of 
consorts, is unique for certain features — two armed with cakra and sankha, 


Vanamalin and the position of legs and datable to 13" century AD. 
p g y 


In this, Visnu is depicted in sukhdsana stance, unusually with the right 


leg folded and placed flat on the pedestal and the left leg dangling down. 


The upapitha is rectangular and large in size to accommodate the 
beautiful prabhavali with six yastis. It consists of updna, padma, jagati, padma, 
antarita, adhahpadma, kumuda, trdhvapadma, kampa, kantha, kampa, 
padmavajana and airdhvapatti. The elliptical padmapitha consists of updana, 


adhodala and ardhvadala. 


The face is round and very benign (saumya) attitude. The base of kirita, 
with broad ratnapatta, is fit exactly at the circumference of the head. A large 
makara-purima in the front, small purimas on the sides, ratnapatia on the top, 


pearl strings below ratnapatia and padma and kaustubha on the top beautify the 


kirita-makuta. Karnapuspa is designed in the form a bud with stem. Beautiful 
and slender makara-kundalas are attached to the upper part of the earlobe 


(karnanala). 


In this two armed icon of Visnu, the right hand is abhaya-hasta with the 
palm having the well-projected relief form of cakra with four flames. The left 
hand is varada-hasta holding a small Sankha attached to the palm. 
Skandhamalas and bahumalds on the shoulders, keydra in the middle of upper 
part of the arm (badhumadhya), angada just above the crook, valaya in the 
middle of forearm (prakostha-madhya) and ratnavalaya at the wrist are the 
embellishments of the hand. Kanthi, broad graiveyaka, hara and Srivatsa adorn 
the upper torso, The yajfopavita is three-stranded with its fastening at the 
middle of the chest. Stanasiira runs just below the breast level, 
urassitral/pralambasiitra runs down the katibandha and the yajnasitra is 
extended up to the lower end of katibandha. A broad udarabandha is 
noticeable above the naval. Vanamdld hanging from the shoulder runs down 
along the body and on the thighs and culminates with beautiful pendant below 
the folded leg, probably kaustubha. 


Pitambara is well-designed in hastisundika fashion with horizontal folds 
at uniform interval. The knotted fold, extending up to the end of the pitambara, 
appears below the foot of the folded leg. Katibandha is wide with a large 
krtrimanana (lion’s face). The fold of uttariya below katibandha and semi- 
circular loop of uttariya in the front larger than aruddma and the sashes of 


ultariya on the sides add beauty to this icon. Large pddasaras adorn the feet. 


The prabhavali, set upright on the props (prabhdsanku) above upapitha, 
is designed in grand manner with six well-decorated yastis. Large makaras at 
the bottom of prabhavali on both sides support the entire prabhavali. The top 
most central flame on the rim of external yasti is flanked with thirteen 
daksinavarta flames on the right side and the same number of vamavarta flames 


on the left side. 
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Consorts: Sridevi and Bhidevi: 


The icon of Visnu is flanked by that of Sridevi and Bhidevi on the right 
and left respectively. Both of them are depicted in sukhdsana style applicable to 
the female icons, with the outer leg dangling down and the inner leg placed flat 
on the pedestal with a slight raise at the knee. Inner hand of them is 
simhakarna/ahiya-varada and another hand is varada-hasta/dana-hasta. Both 
the icons are adorned with karanda-makuta, beautified with a large frontal 


purima and small side purimas. 


Sridevi is depicted with embellishments: karnapuspa, patrakundala, 
kanthi, graiveyaka, channavira, skandhamdla, bahumala on the right shoulder, 
kaksamala on the left shoulder, ciidaka, angada at the crook and valayas at the 
wrist. The silken garment is topped with sronisutra (waist belt), mekhala and 
tirudama. The semi-circular loop of uttariya in the front larger than druddma 
and the sashes of uttariya on the sides beautify the garment. Pddasaras adorn 


the feet. 


In the icon of Bhudevi one can notice the embellishments: karnapuspa, 
lalatapatta, karnaptira, makara-kundala, kanthi, graiveyaka, hdara, single- 
threaded yajfasitra with the fastening above left breast, skandhamala, 
bahumala on the shoulders, cidaka, angada below the crook and valayas at the 
wrist. The cotton garment is topped with sronisitra (waist belt), mekhala and 
tirudama. The sashes of uttariya are shown hanging from the level of Sronisitra 


and sashes of garments are shown on the sides. Padasaras adorn the feet. 


The rectangular upapitha of Sridevi and Bhidevi consists of updna, 
padma, jagati, kumuda, kampa, kantha, kampa, padmavdajana and urdhvapatti. 
The elliptical padmapitha comprises updna, adhodala, tirdhvadala and karnika 


as the base of icons. 


The theme of the icon of Visnu is well planned to accommodate both the 
concepts i.e. two-armed and depiction of sahaja-dyudhas (indispensible 
attributes) viz., cakra and sankha. This is the only icon of two armed Visnu 


adorned with beautiful Vanamala. 
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CHAPTER VII 
CONCLUSION 


7.1 Value of Vaisnava Agamas in identification of icons of Visnu and 
iconographical details 


In modern days, it is the high task to study and analyse the temples and 
icons therein just following the treatises of one branch alone, either Pdficardtra 
or Vaikhdnasa. It is well-observed, “Many of the temples of Visnu, currently 
following Vaikhanasa or Pdficardtra system, cannot be exactly classified (except 
in some cases supported with epigraphy) under either of the two categories for, 
no support is available to trace out whether they were originally following 
Vaikhanasa or Pajficardtra system. In most of the temples, the system had 
changed almost right from 10'" century AD, obviously for want of the priests 
(piijakas / arcakas), ... Therefore, the survey is based on the iconographical 
details alone irrespective of the worshipping system prevalent there at 


vl 


present. 


The Agamas in general and Silpa-Sastra always insist on an important 
aspect i.e. combination of dcarya (preceptor), silpin (sculptor/architect) and 
yajamana (donor), for the best result of creating a temple or icon to be installed 
therein. A number of donors (yajamdna) and kings had lived a good life and 
they had contributed for the development of the temples. The temples remain 
but the residences of the donors are not available. The reason behind this is 
that they had not extended the care they have taken for the temples to the the 


residential complexes. 


The Agamas focus on the iconic worship, Hence, they have to detail 
every aspect for the best production of icons and temples. Undoubtedly, silpa- 
Sastra is a canonical guide for the same. The Agamas insist on following the 


instructions of the silpa-sastra but with some special attention and special care 


'K.K.C. Lakshmi Narasimhan, op. cit., p.373-374. 
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in this regard. The Agamas reiterate certain points so that the forthcoming 


generations do not violate the rules and regulations by the way of reasoning. 


The Agamas do not speak of anything new but whatever existed and 
practiced during the time of their compilations. On the other hand, they 
presented the same theme in modified manner to appeal to public. Certain cults 
and practices of different regions have to be accommodated in the changing 
time and on account of cultural and political transitions and transactions. For 
instance, the icons of Matrkas (Sapta-matrka or asta-matrka) and Jyestha, 
unknown or less-known to the Tamil region, became prominent in the 6" 
century AD and this is proved by a number of monuments (rock-cuts and 
structural temples). The Agamic tradition did not oppose this but 
accommodated in the temple premises as sub-ordinate deities. In the same way, 
one can notice in the Vaisnava Agamas the sanction of Trimiarti worship. 
However, this cult could not retain its status for more than two centuries, 


probably, due to change in religious and political conditions. 


The prescriptions of the Agamas were valued almost right from the early 
days, either in construction of the temple or creation of icons, The trend 
enabled the development of a number of creative forms in the field of art and 
architecture. However, the reason behind the same is not explored. For 
instance, the Agamas prescribe that deity should not face the southern side. 
The Adivaraha rock-cut cave temple (Paramesvara mahdavaraha-visnu-grha) at 
Mamallapuram faces the west. Therefore, the icon of Varaha is depicted with 
the head turned towards the north and, hence, holds Bhidevi on the right side. 
In Tiruvidaventai, a place near Mamallapuram, the temple faces east, hence, 
Varaha is depicted with the face turned to north. When Tirumangai Alvar 
visited, for the first time, he praised the Lord as ‘tiru ida entai’ meaning ‘Lord 
holding Sri on the left side’ in his hymn called Periya Tirumoli. However, the 
Puranas and other literature speak of Varaha carrying Bhidevi but not Sridevi. 
Undoubtedly, the sculptors had followed the prescription of Agamas, and, thus, 


gradually the rules became normal practice. 
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The Vaikhanasa and the Pdfcaratra Agamas differ from one another in 
some details in the field of iconography especially the icons. Both of them have 
descriptions of some unique icons of Visnu and other divinities. For instance, 
the icon of Hayagriva detailed in Pafcaratra Agamas do not get mention in the 
Vaikhanasa Agamas. In the same way, Manusa-Vasudeva has special mention 
in the Vaikhanasa Agamas, for which, the best examples are the temples at 
Tiruvalikkeni (Parthasarathi temple) and Tirunariyur (Nacchiyar Koyil near 


Kumbakonam). This is probably on account of some practices in some places. 


There are number of similarities between them where both the 
traditions have been followed by the sculptors. For instance, the dhruva-bera 
should be in uttama-dasatala in the form of four-armed Visnu/Vasudeva. In 
case, the temple is dedicated to Rama. Krsna and Paficavira (Manusa- 
vasudeva), the kautuka-bera or dhruva-bera must be four-armed Visnu. A brief 
survey of this aspect in some of the temples testifies for the meticulous 


adherence to the Agamic principles. 


a. Inthe temple at Tirunaraiyur (Manusa-vasudeva), the dhruva-bera is 


two-armed. Therefore, the kautuka/utsava-bera is four-armed Visnu. 


b. In the temple at Tiruvallikkeni (Manusa-vasudeva), the dhruva-bera 


is two-armed. Therefore, the kautuka/utsava-bera is four-armed Visnu. 


c. In the Kodandarama (Tiru Ayodhya Perumal) temple at 
Madhurantakam (Madhurantaka cdturdvedimangalam), both dhruva- 
bera and utsava-beras are two-armed Rama in madhyama-dasatala. 


Therefore, the kautuka-bera is four-armed Visnu. 


d. In the Viranarayana Perumal temple (Virandrayana Vinnagaram) at 
Kattumannargudi (near Chidambaram), the utsava-bera is two-armed 
Sayudha Krsna but the dhruva-bera and kautuka-bera are four-armed 


Vasudeva. 
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e. In the Rajagopalasvami temple at Mannargudi (near Tanjavur), the 
utsava-bera is two-armed Sayudha Krsna but the dhruva-bera is four- 


armed Vasudeva. 


f. In the temple at Uttukakadu (late medieval) near Tanjore, the utsava- 
bera is Kaliya-nartana Krsna. Therefore, the dhruva-bera is four-armed 


Vasudeva. 


In the above places ranging from the period prior to 8" century AD to 
14" Century AD, either Paficaratra or Vaikhanasa, general prescriptions are 
uniformly adhered to. This proves that the silpins/sthapatis were in a position to 
follow whatever the Silpa-sastra and Agamas prescribe in particular period. The 
sculptors had followed some common prescriptions of the Agamas irrespective 


of the system of worship in the temples. 


Some of the icons housed in the Government Museum, Chennai, stand 
as the best examples for the amalgamation of the principles of Vaikhanasa and 
Paficaratra Agamas. Urassiitra, known as also pralamba-sutra, gets special 
mention the Vaikhanasa works. The Pdaficaratra texts speak of this sdtra but do 
not give details. Kriyadhikara’ adds an anecdote’ to justify the position of this 
sitra. As per this text, this sétra should run from the right breast (from 
fastening), should run in the middle of body and should be extended upto left 
ankle, The description itself is complicated. This is applicable to the seated 
(dsina) icon of Visnu. The icons studied here are matching to Vaikhanasa 
Agama details but do not have the siitra this way but the sara is shown running 
inside the katibandha and pitambara, On the other hand, in the seated icons of 
Visnu (Accn, Nos.5-01, 17, 459/61 and 554/66) considered to be of Pafcaratra 
based on the four attributes cakra, Sankha, gadaé and padma, this sutra is shown 
beautifully appearing above the left leg folded and placed flat on the pedestal. 
In the same way, many ornaments are used in the icons irrespective of the 


tradition of worship they belong to. 


' KRA.S.158-161 
’ Vide. Terminology. 
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A number of iconographers and art-historians had pioneered in the field 
of Indian icons and they had tried their level best to identify the icons with the 
support of the material (epigraphical and textual) whatever available during 
their time. With the support of a number of Agamic treatises (published and 
unpublished), some of the icons can be accurately identified. This is possible 
only with the help of the treatises of Agamas in collaboration with silpa texts of 
the particular region. For instance, the details found in Aparajitaprccha or 
Samaranganasiitradhara are meant for mainly the temples and icons available 
in Gujarat, Madhya Pradesh and some of the regions in northern belt. The 
details in Paficaratra Agama can be taken for the study of icons throughout 
India. The Vaikhanasa Agamic details tally with the icons and temples almost 


on the southern side of river Godavari. 


As such, the icon of one 
divinity i.e, Visvaksena in 
particular, deserve mention here in 
connection with its accurate 
identification. A seated icon of 
Visvaksena from Kulittalai, Trichy 
District (Accn. No.65/40) has been 
identified as Visnu. Because, the 
Agamas mention that Visvaksena is 
identical with Visnu but without 
Srivatsa and pralamba-siutra. In this 
icon, one can find the pralamba- 
siitra, invariably mentioned also as 
urassitra. Absence of Srivatsa can 


not be taken as main criteria, 


because Srivatsa is not shown in 


Fig.99. Visvaksena, Accn. No.65/40 


some icons of Visnu. The unique 


feature in this icon is tarjani-mudra, 
as applicable to Visvaksena as 


described in Paficaratra texts.’ 


Another interesting icon 
from Chimakurti, Andhra Pradesh 
(Accn. No.18) housed in the 
Government Museum, Chennai, 
requires textual evidence of 
Vaisnava’ Agama. This icon 
identified as Visnu is indeed not 
Visnu but incarnation of Visnu i.e. 
Rama. In this icon seated in 
virdsana, obviously matsydsana, the 
right hand bears jnana-mudra@ and 
the left hand is placed on the knee. 
This icon matches with the 
description of Rama found in Vayu 
samhita’ of Paficaratra Agama. This 
icon is supposed to be flanked with 


that of Sita, Laksmana and so on. 


Fig.100. Rama, Accn. No.18 


' Padma (Kriya).22.37a-38: 
dsinamaparabhyam ca hastabhyam sankhacakrinam // 
athava piirvakarayorgadamekatra kalpayet/ 
anyatra tarjanimudram yadva daksinahastayoh // 
? K.K.C, Lakshmi Narasimhan, op. cit., p.41. 
“Jiana-mudra, known as also sandamsa-mudra and tativa-mudrd, is almost identical with cin- 
mudra but held near the heart in which the palm of the hand remains turned towards the heart’, 
This gesture must be % arigulas above the level of the breast-nut; and the middle line 
(madhyama-rekha) of the palm must be at the distance of 20 to 23 angulas from navel (nabhi).” 
> Vayu.2. (Mss. Cf. Smith, Daniel, op. cit., p.150): 
atha dhyanamaham vaksye ramasyadbhutakarmanah / 
kalameghasamacchayam virdsanasamanvitam // 
daksahastagravilasajjianamudrabhisobhitam / 
vamajanukatinyastavamapanivirajitam // 


258 


7.2 Need of Agamic study for replacement of displaced icons of Visnu 


A number of icons have been shifted to other places by way of theft and 
robbery. In past centuries, when India faced a number of invasions, wars and 
battles, a number of temples had been razed to earth and the materials housed 
in the temple premises had been looted. This had happened almost right from 
12" century AD. Some of the manuals like Koyil Olugu (Chronicles of 
Srirangam Temple) and Tirumalai Olugu (Manual of Tirumala Temple) give the 
detailed information. During this time, even the icons had been changed to 
other places. That is why, in some temples like Kanchipuram (Varadaraja 
Perumal temple) and Melkote (Seluvanarayanasvami temple), both Sridevi and 
Bhudevi are identical and both of them hold flower in the right hand and their 
left hand is dola-hasta. 


All icons of Visnu need not be taken as belonging to Visnu temples only. 
In many Siva temples, the icon of Visnu is housed and worshipped as parivara- 
devata, This poses a main problem regarding the identification of the icons of 
Visnu. A careful iconometric study, based on the Agamas, can solve the 
problem. The icon of Visnu in the Visnu temple is fashioned in uttama-dasa-tala 
whereas the same as parivdra-devatd in Siva temple must be fashioned in 
madhyama-dasa-tala or kanistha-dasa-tala, Besides the icon, the pedestal of 


icon also plays important role to assign the icon to the proper temple. 


The Vaisnava Agamas mention five or six types of icons of Visnu to be 
installed and consecrated in the sanctum sanctorum. The grade of the temple 
depends on the availability of icons in the temple. Besides the regional 
variations, each temple and the icon therein is created based on one text of any 
of the two traditions of Vaisnava Agamas. Generally, all types of icons in the 
sanctum sanctorum (garbha-grha) resemble others to some extent, 
iconographically or iconometrically. The temple and the icon are interrelated 
for the size and features. This subtle theme could be understood only by the 


extensive survey of temples with the support of Agamic treatises. 
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7.3. Further scope of study of Agamic treatises 

The present research work deals with some select standing and seated 
icons of Visnu housed in the Government Museum, Chennai. There are more 
icons in this category in addition to other forms of Visnu which require a 


detailed study. 


The icons can be studied thoroughly from the view point of detailed 
iconometric mode i.e. to analyse the dimensions and measurements in detail 
including the minute aspects. This is possible only through the proper analytical 
study of Vaisnava Agamas. Yet a number of Vaisnava Agamic treatises are 
available in the manuscripts in different localities in the custody of temple 
priests and Mathas but many of them in the condition of deterioration due to 
improper care on account of financial paucity as well as the scarcity of scholars 
who can read and write some of the important scripts like Grantha, Telugu and 
so on. Moreover, the study of Indian temple architecture and art requires 
sound and analytical knowledge in Sanskrit and practical knowledge in the field 
of temple architecture and iconography. For this, an extensive survey of 
monuments (museums and temples in situ) has to be undertaken to decipher 
and decode what the Agamas contain. Thus, the study of Agamas and the 


survey of monuments are complement to one another. 
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ICONOGRAPHY OF CANDESA AND VISVAKSENA 
BASED ON AGAMAS 


R. BALASUBRAMANIAN, 
Curator, 
Government of Museum, Chennai-8 


An image of a deity, with or without a separate shrine, is set up in the northeast 
corner with references to the parlitiasertic of Siva or Visnu, Skanda, Gajanana and Devi. 
These deities are generally called as ‘ Nirmalyadharins” as they are the recipients of 
the garlands offered to the main deities and cast off after pija but before the 
commencement of next puja. Apart from this, these deities are the chief hosts and 


guardians of the temples. 


Both Saiva and Vaisnava agamas prescribe the rituals uniformly but with Siva 
and Visnu as the supreme deity. The chief of the hosts of Saivism and Vaisnavism i.e. 
Candesa and eneie (Visvaksena) play an important role in all the temple rituals like 
Nityotsava (daily Rniteil eAdshotetnan (annual festivals) etc., It is said that the devotees 
are supposed to clasp and report to these deities before leaving the temple to prove 


that they take nothing away from the premises. 


It is very interesting to note that both are iconographically too identical with 


the main deity. This paper deals with the iconographical aspects of Candesa and 


Visvaksena comparatively based on some agamic treatises’ of Saiva and Vaikhanasa, 


one of the Vaisnava sub sects. 
Candesa 


A Saiva devotee named Vicarasarman disturbed by his father Yajiiadatta 
during worship hit the latter without identifying him. On account of his one-soled 
devotion, Lord Siva was pleased and named Vicarasarman as ‘CandeSa’ and appointed 


him to be chief of hosts of Him.” 


The image of CandeSa is in madhyama or adhama dasatala.2> Candesa wears 
vyala-yajnopavita (sarpa-yajfiopavita). He is adorned with all sorts of ornaments like 
karnakundalas* (earring), Normally Candesa’s appearance is terrible ia account of 
his face where from the fire seems to burst cit. Like his master Siva, he wears 
jatamakuta adorned with crescent but the absence of Ganga on it differentiates him 


from the former. 


The icon of Candesa (Accn.No.448/63) housed in the Government Museum, 


Chennai, is very unique to have created following the prescriptions of iconography 


' The study is based on the Saiva treatises Viz., Kamika, Karana, Ajita and Dipta and Vaisnava agamas 

Viz., Khiladhikara, Kriyadhikara and Vimanarcanakalpa. 7 

? J.N.Banerjea, The Development of Hindu Iconography, p.485. ° 

3 Kamika (Piirva)- 65.29a: 
candesvaram tatha madhye dasatdalena kdrayetl 

* Karana (Piirva).13.94-96: 
candesasyakrtim Srnu/ 
candi candisvaro raktasvetamisrasca vistarah / 
dvibahussajatacidasekharah karnakundalah // 
dhrtayajnopavitasca Suklambaradharassucih // 
sarvabharanasambhisyah tankapdanirathapi va/ 
ardhacandrasanasinah puspamala’valambhitah/ 


available in Kamikdgama and Karanagama of Siddhanta Saivism, generally known as 


Agama Saivism.’ 


Candeéa, who is the recipient of ‘nirmdlya’ (remnants) of Siva, is to be depicted 
to express the theme. One may find Candesa, four-armed or two-armed, in the 
temples. However, some of the special features noticeable in this icon may not be 


possible there. 


Candega is depicted in virasana, with the left leg folded and placed flat on 
bhadrapitha. The right leg, with a slight raise at the knee, dangles down and the foot is 
placed on a small padmapitha. As such, the upper part of body remains erect (rju) 


rather at ease (sukhdsana). 


This icon: is fashioned in isdtthipama daia-tala | applicable to subordinate 
divinities in the next rank of Siva.’ The face is slightly oval. Jatamakuta measures % of 
the height of the face whereas in the icon of Siva, it is supposed to be more than the 
size of the face. Lalatapatta above the forehead is beautifully designed. A patrapurima 
is present in the front part of jatamakuta. A garland (mala) adorning at the base of 


jatamakuta reminds one to think of a beautiful sportive form (/ilamarti) of Siva as 


' Kamika (Uttara).65:22-24, 27b-29a: 
athava dvibhujassuklavastrastryakso’ ijanaprabhah / 
jatamakutayukto va davalikrtamirdhajah/ 
sthanako vasanastho va Sayitasavayapattalah// 
salambasavyapadastu: vamahastabhujanugah/ 
varahasto’thava sa syat itarastankasamyutah// 
vametara karastankayukto’iijaliputo’thava// 
visesassimhale dese kascidatrabhidhiyate/ 
krtayam astahastasyat tretayam sadbhujo matah/ 
dvapare ca caturhastah kalau tu dvikaro matah/ 
Anyade§e tu sarvatra vibhago nayamiritah// 

> Kamika (Uttara).65.16b: ce 
Madhyena daSatalena daSataladamena va / 

Kamika (Uttara).55.4a (In the icon Candesanugrahamirti) 

deveksana samopetam matbhaktam candandyakam / 
sarvanigasundaram kuryat kanisthadaSatalatah // 


Candesanugrahamirti. This description is found in the 4gamas.’ This also informs the 
nature of CandeSa as ‘nirmdyadharin’. Padma and mukula adorn the top of 
jatamakuta? The tresses of jata are shown also on the shoulders. Patra-kundalas adorn 


the ears. 


In this two-armed icon of CandeSa, the right hand bears khadga-mudra to hold 
some weapon upright. Following the prescriptions of Agamas, tarika/parasu (battle- 
axe) must be there as an object of insertion. The left hand bears dhiiya- 
varada/lsimhakarna gesture to indicate this divinity in benign (saumya) form. A 
ratnavalaya at the wrist and keyiira with patrapurima at the middle of upper arm 
(bahu-madhya) beautify the hands. A kanthi and a single-threaded yajfopavita are 


noticeable. A beautiful udarabandha is placed just above the naval. 


The garments (vastra) is shown only upto middle of the thighs as in the case of 
his master Siva. Katibandha with beautiful krtrimavaktra (face of vydla rather lion), a 
simple thread like uttariya adorns the garments. Pada-kataka, a symbol of warrior, 


present just below the ankle indicates Candeéa’s nature as ‘Chieftain of ganas’ of Siva. 


This type of Bhadrapitha is meant for high grade divinities especially for Siva, 
the Supreme One in Saivism. This type of pedestal can be noticed in the icons of 
Somaskanda (Tiruvelangadau, Kakkarai and Nidur), Sukhasana (Thanjavur) and 
Visapaharana (Kilappudanur) and so on. The pitha consists of the components: updna, 
jagati, kumuda, kampa, kantha with pada design, kampa, padmavajana and 


iirdhvapatti. 


' Kamika (Uttara).55.5b: 

devassirasi candasya malay parivestayet / 
2 Jatamauta of Siva should be adorned with padma and sieht on the top. In case of Brahma and Rsis, 
Jatamauta does not have this feature. As such it is known as udbaddha-kuntala. 


Visvaksena (Senesa) 


Visvaksena, also known as Amita, Santa, Senega and Harisenesa’, occupies a very 
important place in the Visnu temples as well as Vaisnava religion. He is dearer to Visnu, states 
Bhrgu’. He is one amongst the group of deities called anddi-vaisnava’. His emblem of dhvaja is 


the mountain-peak (sr7iga). 


_In Vaikhanasa Agamas,” Visvaksena is depicted different forms. In all four-armed 
forms, the upper hands hold cakra and Sarnkha on the backhands. The front hands may bear 
the pair of abhaya-katyavalambita, abhaya-gada, abhaya-varada or varada-gada. Visvaksena, 
fashioned in navatala measure, must be depicted seated on simhdsana with his right leg folded 
to rest on the seat and the left one hanging down. He is bright in complexion of red or like fire 
and is clothed in the colour of yellow or syaéma. This four-armed one holds the attributes viz. 
cakra, Sankha and gada with the fourth hand being in varada gesture, He is adorned with kirita 
and all sorts of ornaments like keyiira and hara applicable to Visnu, He resembles Visnu in all 


sorts of physical aspects and ornaments except Srivatsa and Pralamba-brahmasiitra. 


It is to be noted that the tarjani-mudra is mentioned in in Paficaratra texts only. In 
Vaikhariasa treatises, he is benign but in Pafcardatra treatises, he is both benign and depicted 


with terrible countenances with curved eyebrows and protruding teeth (damstra)’. 


Fi 


The present ‘icon of Visvaksena (Accn.No. 65/40) of Government Museum, Chennai 


tallies with ‘the prescriptions of Paficaratra 4gamas especially Padma Sarnhita.° The icons of 


1 $AA.44.60b. 
2 KLA.15.224b. 
3 KRA.29.181. 


* KIK.49 p.86, 50 p.87; KLA.15.52b-54a; KRA.5.161b; SAA.21.19b; VAI.19 p.60; YAJ.21 (etc) p.89. 
° [vara samhita. 17.123-126. 


® Padma (Kriya): 22.36-38. 
visvaksenam caturbahum Syamavarman kiritinam / 
lambodara ca mukhyena karenabhayadayinam // 
daksinena prasavyena samalambya katim sthitam / 
dsinamaparabhyam ca hastabhyam sankhacakrinam // 
athava piirvakarayorgadamekatra kalpayet / 


Visvaksena with tarjani-mudra in the lower right hand are found invariably in the Visnu 


temples irrespective of mode of worship i.e. Vaikhanasa or Paficaratra. 


This icon of Visvaksena is seen seated on a double padmasana over a square 
bhadrasana with four hands. His kirita makuta is fashioned in an elongated manner with a 
knob at the top. His face is rounder with eyes and brows pronounced. He is having makra- 
iiiaien’ in his ears. Shoulder tassels are shown on both his shoulders. The fingers holding the 
cakra are broken and lost. Hence features of the csirs are not available for study. The sankha 
on the upper left hand has three flames and is held between two fingers. The ring finger of the 
upper left hand is pointing outward. The lower right hand is portrayed in abhaya with his 
middle finger pointing up. The lower left hand is holding the base of the gada in up turned 
palm. The bulbous sade of the gada is placed straight on the third rim of the bhadrasana. 
He has two rows of necklaces and the yajnopavita is in three strands of which two strands goes 
through the body. His udarabandha is beautifully fashioned and is placed above the naval. He 
has valayas in his forehands. His pitambara is fashioned with frills. His left leg is folded and 
kept cross on the padmasana while his right leg is hanging down with the sole kept on the 
lower rim of the padi. Normally a separate pitha (foot rest) will be made and added to 
keep the feet. Looking at the back of the icon the kirita is beautifully fashioned. The 
a is also beautifully worked and placed at the base of the kirita makuta with festoons 
issuing from the lower portion which adds beauty to the icon. The sashes are beautifully 
worked and the ends: are placed on the padmasana. The hands are beautifully parted at the 


elbow and muscles are clearly shown. Datable to about 16" Century AD. 


anyatra tarjanimudram yadva daksinahastayoh // 
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CHAPTER VII 
CONCLUSION 


7.1 Value of Vaisnava Agamas in identification of icons of Visnu and 
iconographical details 


In modern days, it is the high task to study and analyse the temples and 
icons therein just following the treatises of one branch alone, either Pdficardtra 
or Vaikhdnasa. It is well-observed, “Many of the temples of Visnu, currently 
following Vaikhanasa or Pdficardtra system, cannot be exactly classified (except 
in some cases supported with epigraphy) under either of the two categories for, 
no support is available to trace out whether they were originally following 
Vaikhanasa or Pajficardtra system. In most of the temples, the system had 
changed almost right from 10'" century AD, obviously for want of the priests 
(piijakas / arcakas), ... Therefore, the survey is based on the iconographical 
details alone irrespective of the worshipping system prevalent there at 


vl 


present. 


The Agamas in general and Silpa-Sastra always insist on an important 
aspect i.e. combination of dcarya (preceptor), silpin (sculptor/architect) and 
yajamana (donor), for the best result of creating a temple or icon to be installed 
therein. A number of donors (yajamdna) and kings had lived a good life and 
they had contributed for the development of the temples. The temples remain 
but the residences of the donors are not available. The reason behind this is 
that they had not extended the care they have taken for the temples to the the 


residential complexes. 


The Agamas focus on the iconic worship, Hence, they have to detail 
every aspect for the best production of icons and temples. Undoubtedly, silpa- 
Sastra is a canonical guide for the same. The Agamas insist on following the 


instructions of the silpa-sastra but with some special attention and special care 


'K.K.C. Lakshmi Narasimhan, op. cit., p.373-374. 
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in this regard. The Agamas reiterate certain points so that the forthcoming 


generations do not violate the rules and regulations by the way of reasoning. 


The Agamas do not speak of anything new but whatever existed and 
practiced during the time of their compilations. On the other hand, they 
presented the same theme in modified manner to appeal to public. Certain cults 
and practices of different regions have to be accommodated in the changing 
time and on account of cultural and political transitions and transactions. For 
instance, the icons of Matrkas (Sapta-matrka or asta-matrka) and Jyestha, 
unknown or less-known to the Tamil region, became prominent in the 6" 
century AD and this is proved by a number of monuments (rock-cuts and 
structural temples). The Agamic tradition did not oppose this but 
accommodated in the temple premises as sub-ordinate deities. In the same way, 
one can notice in the Vaisnava Agamas the sanction of Trimiarti worship. 
However, this cult could not retain its status for more than two centuries, 


probably, due to change in religious and political conditions. 


The prescriptions of the Agamas were valued almost right from the early 
days, either in construction of the temple or creation of icons, The trend 
enabled the development of a number of creative forms in the field of art and 
architecture. However, the reason behind the same is not explored. For 
instance, the Agamas prescribe that deity should not face the southern side. 
The Adivaraha rock-cut cave temple (Paramesvara mahdavaraha-visnu-grha) at 
Mamallapuram faces the west. Therefore, the icon of Varaha is depicted with 
the head turned towards the north and, hence, holds Bhidevi on the right side. 
In Tiruvidaventai, a place near Mamallapuram, the temple faces east, hence, 
Varaha is depicted with the face turned to north. When Tirumangai Alvar 
visited, for the first time, he praised the Lord as ‘tiru ida entai’ meaning ‘Lord 
holding Sri on the left side’ in his hymn called Periya Tirumoli. However, the 
Puranas and other literature speak of Varaha carrying Bhidevi but not Sridevi. 
Undoubtedly, the sculptors had followed the prescription of Agamas, and, thus, 


gradually the rules became normal practice. 
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The Vaikhanasa and the Pdfcaratra Agamas differ from one another in 
some details in the field of iconography especially the icons. Both of them have 
descriptions of some unique icons of Visnu and other divinities. For instance, 
the icon of Hayagriva detailed in Pafcaratra Agamas do not get mention in the 
Vaikhanasa Agamas. In the same way, Manusa-Vasudeva has special mention 
in the Vaikhanasa Agamas, for which, the best examples are the temples at 
Tiruvalikkeni (Parthasarathi temple) and Tirunariyur (Nacchiyar Koyil near 


Kumbakonam). This is probably on account of some practices in some places. 


There are number of similarities between them where both the 
traditions have been followed by the sculptors. For instance, the dhruva-bera 
should be in uttama-dasatala in the form of four-armed Visnu/Vasudeva. In 
case, the temple is dedicated to Rama. Krsna and Paficavira (Manusa- 
vasudeva), the kautuka-bera or dhruva-bera must be four-armed Visnu. A brief 
survey of this aspect in some of the temples testifies for the meticulous 


adherence to the Agamic principles. 


a. Inthe temple at Tirunaraiyur (Manusa-vasudeva), the dhruva-bera is 


two-armed. Therefore, the kautuka/utsava-bera is four-armed Visnu. 


b. In the temple at Tiruvallikkeni (Manusa-vasudeva), the dhruva-bera 


is two-armed. Therefore, the kautuka/utsava-bera is four-armed Visnu. 


c. In the Kodandarama (Tiru Ayodhya Perumal) temple at 
Madhurantakam (Madhurantaka cdturdvedimangalam), both dhruva- 
bera and utsava-beras are two-armed Rama in madhyama-dasatala. 


Therefore, the kautuka-bera is four-armed Visnu. 


d. In the Viranarayana Perumal temple (Virandrayana Vinnagaram) at 
Kattumannargudi (near Chidambaram), the utsava-bera is two-armed 
Sayudha Krsna but the dhruva-bera and kautuka-bera are four-armed 


Vasudeva. 
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e. In the Rajagopalasvami temple at Mannargudi (near Tanjavur), the 
utsava-bera is two-armed Sayudha Krsna but the dhruva-bera is four- 


armed Vasudeva. 


f. In the temple at Uttukakadu (late medieval) near Tanjore, the utsava- 
bera is Kaliya-nartana Krsna. Therefore, the dhruva-bera is four-armed 


Vasudeva. 


In the above places ranging from the period prior to 8" century AD to 
14" Century AD, either Paficaratra or Vaikhanasa, general prescriptions are 
uniformly adhered to. This proves that the silpins/sthapatis were in a position to 
follow whatever the Silpa-sastra and Agamas prescribe in particular period. The 
sculptors had followed some common prescriptions of the Agamas irrespective 


of the system of worship in the temples. 


Some of the icons housed in the Government Museum, Chennai, stand 
as the best examples for the amalgamation of the principles of Vaikhanasa and 
Paficaratra Agamas. Urassiitra, known as also pralamba-sutra, gets special 
mention the Vaikhanasa works. The Pdaficaratra texts speak of this sdtra but do 
not give details. Kriyadhikara’ adds an anecdote’ to justify the position of this 
sitra. As per this text, this sétra should run from the right breast (from 
fastening), should run in the middle of body and should be extended upto left 
ankle, The description itself is complicated. This is applicable to the seated 
(dsina) icon of Visnu. The icons studied here are matching to Vaikhanasa 
Agama details but do not have the siitra this way but the sara is shown running 
inside the katibandha and pitambara, On the other hand, in the seated icons of 
Visnu (Accn, Nos.5-01, 17, 459/61 and 554/66) considered to be of Pafcaratra 
based on the four attributes cakra, Sankha, gadaé and padma, this sutra is shown 
beautifully appearing above the left leg folded and placed flat on the pedestal. 
In the same way, many ornaments are used in the icons irrespective of the 


tradition of worship they belong to. 


' KRA.S.158-161 
’ Vide. Terminology. 


256 


A number of iconographers and art-historians had pioneered in the field 
of Indian icons and they had tried their level best to identify the icons with the 
support of the material (epigraphical and textual) whatever available during 
their time. With the support of a number of Agamic treatises (published and 
unpublished), some of the icons can be accurately identified. This is possible 
only with the help of the treatises of Agamas in collaboration with silpa texts of 
the particular region. For instance, the details found in Aparajitaprccha or 
Samaranganasiitradhara are meant for mainly the temples and icons available 
in Gujarat, Madhya Pradesh and some of the regions in northern belt. The 
details in Paficaratra Agama can be taken for the study of icons throughout 
India. The Vaikhanasa Agamic details tally with the icons and temples almost 


on the southern side of river Godavari. 


As such, the icon of one 
divinity i.e, Visvaksena in 
particular, deserve mention here in 
connection with its accurate 
identification. A seated icon of 
Visvaksena from Kulittalai, Trichy 
District (Accn. No.65/40) has been 
identified as Visnu. Because, the 
Agamas mention that Visvaksena is 
identical with Visnu but without 
Srivatsa and pralamba-siutra. In this 
icon, one can find the pralamba- 
siitra, invariably mentioned also as 
urassitra. Absence of Srivatsa can 


not be taken as main criteria, 


because Srivatsa is not shown in 


Fig.99. Visvaksena, Accn. No.65/40 


some icons of Visnu. The unique 


feature in this icon is tarjani-mudra, 
as applicable to Visvaksena as 


described in Paficaratra texts.’ 


Another interesting icon 
from Chimakurti, Andhra Pradesh 
(Accn. No.18) housed in the 
Government Museum, Chennai, 
requires textual evidence of 
Vaisnava’ Agama. This icon 
identified as Visnu is indeed not 
Visnu but incarnation of Visnu i.e. 
Rama. In this icon seated in 
virdsana, obviously matsydsana, the 
right hand bears jnana-mudra@ and 
the left hand is placed on the knee. 
This icon matches with the 
description of Rama found in Vayu 
samhita’ of Paficaratra Agama. This 
icon is supposed to be flanked with 


that of Sita, Laksmana and so on. 


Fig.100. Rama, Accn. No.18 


' Padma (Kriya).22.37a-38: 
dsinamaparabhyam ca hastabhyam sankhacakrinam // 
athava piirvakarayorgadamekatra kalpayet/ 
anyatra tarjanimudram yadva daksinahastayoh // 
? K.K.C, Lakshmi Narasimhan, op. cit., p.41. 
“Jiana-mudra, known as also sandamsa-mudra and tativa-mudrd, is almost identical with cin- 
mudra but held near the heart in which the palm of the hand remains turned towards the heart’, 
This gesture must be % arigulas above the level of the breast-nut; and the middle line 
(madhyama-rekha) of the palm must be at the distance of 20 to 23 angulas from navel (nabhi).” 
> Vayu.2. (Mss. Cf. Smith, Daniel, op. cit., p.150): 
atha dhyanamaham vaksye ramasyadbhutakarmanah / 
kalameghasamacchayam virdsanasamanvitam // 
daksahastagravilasajjianamudrabhisobhitam / 
vamajanukatinyastavamapanivirajitam // 
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7.2 Need of Agamic study for replacement of displaced icons of Visnu 


A number of icons have been shifted to other places by way of theft and 
robbery. In past centuries, when India faced a number of invasions, wars and 
battles, a number of temples had been razed to earth and the materials housed 
in the temple premises had been looted. This had happened almost right from 
12" century AD. Some of the manuals like Koyil Olugu (Chronicles of 
Srirangam Temple) and Tirumalai Olugu (Manual of Tirumala Temple) give the 
detailed information. During this time, even the icons had been changed to 
other places. That is why, in some temples like Kanchipuram (Varadaraja 
Perumal temple) and Melkote (Seluvanarayanasvami temple), both Sridevi and 
Bhudevi are identical and both of them hold flower in the right hand and their 
left hand is dola-hasta. 


All icons of Visnu need not be taken as belonging to Visnu temples only. 
In many Siva temples, the icon of Visnu is housed and worshipped as parivara- 
devata, This poses a main problem regarding the identification of the icons of 
Visnu. A careful iconometric study, based on the Agamas, can solve the 
problem. The icon of Visnu in the Visnu temple is fashioned in uttama-dasa-tala 
whereas the same as parivdra-devatd in Siva temple must be fashioned in 
madhyama-dasa-tala or kanistha-dasa-tala, Besides the icon, the pedestal of 


icon also plays important role to assign the icon to the proper temple. 


The Vaisnava Agamas mention five or six types of icons of Visnu to be 
installed and consecrated in the sanctum sanctorum. The grade of the temple 
depends on the availability of icons in the temple. Besides the regional 
variations, each temple and the icon therein is created based on one text of any 
of the two traditions of Vaisnava Agamas. Generally, all types of icons in the 
sanctum sanctorum (garbha-grha) resemble others to some extent, 
iconographically or iconometrically. The temple and the icon are interrelated 
for the size and features. This subtle theme could be understood only by the 


extensive survey of temples with the support of Agamic treatises. 
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7.3. Further scope of study of Agamic treatises 

The present research work deals with some select standing and seated 
icons of Visnu housed in the Government Museum, Chennai. There are more 
icons in this category in addition to other forms of Visnu which require a 


detailed study. 


The icons can be studied thoroughly from the view point of detailed 
iconometric mode i.e. to analyse the dimensions and measurements in detail 
including the minute aspects. This is possible only through the proper analytical 
study of Vaisnava Agamas. Yet a number of Vaisnava Agamic treatises are 
available in the manuscripts in different localities in the custody of temple 
priests and Mathas but many of them in the condition of deterioration due to 
improper care on account of financial paucity as well as the scarcity of scholars 
who can read and write some of the important scripts like Grantha, Telugu and 
so on. Moreover, the study of Indian temple architecture and art requires 
sound and analytical knowledge in Sanskrit and practical knowledge in the field 
of temple architecture and iconography. For this, an extensive survey of 
monuments (museums and temples in situ) has to be undertaken to decipher 
and decode what the Agamas contain. Thus, the study of Agamas and the 


survey of monuments are complement to one another. 
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